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ABSTRACT 
 In this narrative study, I explored the creative process of songwriting from 
learners’ perspectives. Much literature regarding the creative process in songwriting is 
taken from the perspective of the instructor. In this study I have focused primarily on how 
the participants experienced songwriting from their perspective. I examined whether the 
participants’ backgrounds impacted their perceptions of songwriting, whether participants 
valued songwriting, whether meanings emerged from the songwriting process, and what 
strategies emerged through the process.  
Qualitative methods were used in gathering data, which included interviews, 
journals, conversations, observation field notes, e-mails, and songwriting artifacts. The 
data were coded through a cyclical series of transcription and analysis and slowly a 
research story began to emerge (Saldaña, 2009). The seven participants were worship and 
music majors at a southern Christian University in an undergraduate songwriting survey 
class. Through narrative I endeavored to restory their songwriting experiences based on 
the themes that emerged through the codifying process. 
 Narrative analysis revealed that participants constructed meaning through the 
process of songwriting. The backgrounds of the participants helped in shaping the 
  v 
subjects of their songs often involving hardships. Participants storied the tension between 
the initial stage of songwriting and the revisions to follow. Songwriting became a 
narrative expression of their experience of spiritual awakening. Through reflection during 
the songwriting process they found greater connection with God. In the process the 
participants constructed their songs using tone painting to shape their melodies to express 
their lyrics and metaphors to enliven their lyrics. Participants made use of various 
recording devices to capture initial ideas before they forgot them, and noted a preference 
for working with pen and paper in the songwriting process.  
 Where much of previous research focused on songwriting approaches and 
methods of instruction, this study found that participants enjoyed the meaning making 
aspects of songwriting and the spiritual connection with God that it brought them. 
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CHAPTER 1 – INTRODUCTION 
Songwriting is an artistic endeavor that holds value for many undergraduate 
music majors and non-majors (Draves, 2008; Bennett, 2011; Moore, 2003). What types 
of experiences and expectations do undergraduates bring to the songwriting process? 
Where do songs come from? What processes do they use to write their songs? How do 
they make meaning in the songs they write and in the songwriting process? And, in 
particular, what value does songwriting hold for students attending an evangelical 
university? These are the questions I explore in this narrative study of a songwriting 
music course for undergraduate students at an evangelical university. I begin with a 
narrative of one of my students to introduce the research problem.  
Research Problem 
The questions I outlined above arose from the dilemmas of one student, 
“Colleen.” Colleen had toured extensively as a singer before taking the songwriting 
survey class. Prior to the class, she had taken a five-day “intensive,” which is an entire 
college course on a condensed schedule. As part of the intensive, she was required to 
select, prepare, and perform a song for comments each day. Students were required to 
categorize the songs they had prepared for performance and explain where the songs 
would be placed in a five-song setlist with the intention of building a concert. Each day, 
they performed one song from their setlist, explained the purpose for incorporating the 
song into their concert, and described the emotion they were endeavoring to convey 
through their performance.  
On the third day of this process, Colleen came to class visibly frustrated and 
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explained her frustration in not finding songs for her setlist that were true to her 
experience. She explained she would rather perform her own songs if she had any. 
Although she had written a few songs, she never felt they were up to the quality she 
desired to perform.  
This was puzzling because Colleen seemed to have the requisite background to 
produce adequate songs and in her free time she listened to songs in a variety of styles. 
Her family was involved in church ministry from before her birth and she described how, 
from the time she was young, she had dreamed of becoming a touring Christian singer 
singing songs she had written. She had completed her music theory and musicianship 
coursework at the undergraduate level. Because of this background, her performances 
during the intensive displayed both artistry and skill, but she said that she was 
discouraged by the large discrepancy in ability between her artistry and her songwriting. 
She expressed that she did not know how to write songs confidently. Although she 
listened to songs, she had not analyzed why they worked or how they worked. It seemed 
that although she had studied all of the elements of music, she had never built her 
knowledge into a strategy for songwriting. 
 Colleen’s example prompted me to ask how she could have reached such a high 
level in her skill as a singer and yet struggled as a songwriter. What was missing in her 
music education background? Why had she never been taught skills to develop as a 
songwriter as she had as a singer? What knowledge and skills would help her to create 
the kind of songs she would find meaningful and valuable?  
Colleen’s story and the questions it left me with serve as the impetus to study 
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songwriting in an undergraduate course. This introductory chapter provides a foundation 
for the dissertation, opening with narrative, providing reasoning for this research, setting 
out to provide a theoretical framework for the dissertation, then moving the context and 
setting for the study. A brief section follows discussing the purpose for the research. 
Finally, the concluding section gives the research questions, which are the focus and 
driving elements behind the study, and the researcher perspectives. 
Songwriting and Composition in Culture and Higher Education 
Songs are ubiquitous, through concerts, television, sporting events, theatre, 
politics, social events, religious services, offices, and shopping areas. Because of this 
ubiquity, songs have become the covert and, often, overt subtexts to our lives (Hickey, 
2002, 2009). Songs are used in the marketplace to sell products; in therapy to ease 
tension and offer possible alternative meaningful experiences (Crowe, 2004; Kenny, 
1998); and adolescents and young adults sometimes measure the efficacy of their musical 
lives by the number of songs they have on their iPods (Dorfman, 2006; Abramo, 2009; 
Tobias, 2010, Kratus, 2007). The large number of popular songs that are downloaded to 
iPods, iPads, and other personal devices is indicative of the value that popular songs have 
in American culture (Levitin, 2006; Bennett, 2011; Frith, 1987; Green, 2002). That 
people find songs valuable would perhaps be indicated by the over $7 billion in music 
sales for 2011 recorded by the Recording Industry Association of America (RIAA). 
Apple’s iTunes reporting in 2010 to have reached 10 billion song downloads since its 
inception would seem to support this claim. 
With songs serving as cultural capital (McIntyre, 2008; Green, 2012), recently 
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music educators have embraced composition and songwriting with school-age students. 
Recent research regarding composition has found musical thinking and musical meaning 
in the process of composing for children (Wiggins, 2001; Barrett, 1998). While some 
recognize a dichotomy between composition and songwriting, in this study songwriting is 
considered as a subcategory of composition and complementary to composition. The two, 
composition and songwriting, are not seen as being in tension with one another, but as 
application of knowledge in different types of music. Kaschub and Smith (2009) 
suggested that composition should be taught, “because it is a human way of constructing 
feelingful meaning” (p. 262). The backstories that address the meaning behind the 
students’ songwriting will be explored throughout this study to determine the 
significance, or lack thereof, of songwriting to students within the songwriting class.  
Although research indicates that composition is widely taught (Campbell, 1998; 
Barrett, 2003; Gromko, 2003; Hickey, 2003; Moore, 2003; Stauffer, 2003; Stephens, 
2003; Webster, 2003; Wiggins, 2003; Younker; 2003; Bennett, 2011), there appears to be 
a dearth of songwriting classes in university schools of music and conservatories in the 
United States (Kratus, 2007). There are few studies of songwriting teaching and learning 
at the adult level, but there are even fewer that deal with the meaning and value of 
songwriting learning to the undergraduate student at the college level.  
By meaning, I refer to the way participants make sense of their experience in 
songwriting in their interviews and journals (Polkinghorn, 2007; Chase, 2011). By value, 
I mean to explore with the participants whether or not the songwriting process and the 
study of songwriting is important to them and contributes to their lives (Kratus, 2012; 
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Hickey, 2009). More recently, for adolescents and young adults, music has come to mean 
popular “songs.” Kratus (2012) suggested: 
The word "song" is synonymous among young people with the word "music." If 
one looks at the contents of students' MP3 players, it is clear that their musical 
worlds are landscapes of songs. (p. 373) 
 
What can be learned about students meaning and values from songwriting? 
With regard for post-secondary music education, it is as if the teaching and 
learning of songwriting were undervalued in comparison with the teaching and learning 
of musical performance. For young adults music is equated with popular songs. However, 
the place where there seems to be a lack of connection with current culture is within 
music education in higher education (Tolley, 2008; Kratus, 2007). Reimer (2002) 
proposed that music composition must become a substantial part of school music 
programs on par with the general music and performance programs. Would songwriting 
courses bring relevance and add more interest in undergraduate music education for both 
music majors and non-majors? If undergraduate music educators were to update the 
concept of conservatory to reflect songs and songwriting’s importance in contemporary 
culture, would they give songwriting a place of prominence and assist in educating 
songwriters to supply the current and large demand for songs?  
I have taught songwriting at the undergraduate level since 2008. I felt that my 
observation of student’s knowledge of songwriting coming into the class and completing 
the class was very limited. I wanted to investigate the songwriting process from a 
learner’s perspective. Where do songs come from? I felt if I were to hear their stories I 
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would have a stronger bearing on their experience with songwriting so that I could 
improve the learning environment. 
Theoretical Framework 
Constructivism 
Constructivism serves as the theoretical framework for this study, which focuses 
on the learner in the process of constructing knowledge through songwriting. Webster 
(2011) offered a brief epistemological consideration of constructivism thinking: 
Constructivism holds that all knowledge and meaning are constructed by the 
individual either personally or through social-cultural interaction. Information is 
interpreted by the mind, and the world is perceived and constructed by individuals 
in different ways (p. 38). 
 
While there are many different kinds of constructivism (Matthews, 2000), 
Webster (2011) suggested aspects that are common to most descriptions of constructivist 
thinking:  
• Knowledge is formed as part of the learner’s active interaction with the world. 
• Knowledge exists less as abstract entities outside of the learner and absorbed by 
the learner; rather it is constructed anew through action. 
• Meaning is constructed with this knowledge. 
• Learning is, in large part, a social activity (p. 36) 
Two broad categories have emerged in constructivism, cognitive and social, that 
Phillips (1995, 2000), and Windschitl (2002) argue are helpful in considering modern 
writing on the tradition of educational constructivism. In the cognitive view, linked to 
Piaget and Dewey, learners actively construct their own sets of meanings or 
understandings. Some suggest that this knowledge is not a duplicate of the external world 
(von Glasersfeld, 1996), nor is it “knowledge acquired by passive absorption or by simple 
transference from one person (a teacher) to another (a learner or knower). In sum, 
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knowledge is made not acquired” [italics original] (Phillips, 2000, p. 7). In social 
constructivism, learners construct their knowledge within a social framework. This 
contrasts with cognitive constructivism and is formed around the work of Vygotsky who 
placed emphasis on the social context and the role of knowledgeable others in 
constructing knowledge (Fostnot, 1996; Jones & Brader-Araje, 2002, online journal). 
Webster (2011) framed the influence of Vygotsky in social constructivism: 
Vygotsky’s work (1978) is cited prominently in the discussions of social 
constructivism as it relates to education and educational practice. His well known 
ideas of meaningful “wholes” as opposed to decontextualized and separated skill-
building are notable; so are collaborative techniques and problem-solving. Also of 
great importance is his notion of the “zone of proximal development” which 
might be thought of as the difference between where learners are on their own 
versus where they can be with the help of a “knowledgeable other” (teachers or 
more capable peers). (p. 42) 
 
Webster suggested that constructivist learning is more than simply learning-by-
doing:  
It must go deeper by encouraging the learner to link the new with the old by 
using collaborative communities and engaging in questioning and problem-
solving techniques. There is also the strong belief that learning experiences, 
particularly in music, should be presented in “authentic” and holistic ways, have 
the possibility of multiple outcomes, and be structured with ample opportunity for 
teachers to offer guidance (“scaffold” learning). (p. 37) 
 
Social constructivism helped in providing a framework to study the phenomenon 
of songwriting in an educational setting. This study focused on students constructing 
knowledge from their experience in a songwriting class. This knowledge included 
meaning making, the value of songwriting, and strategies in songwriting. Constructivism 
also provided a basis for the teaching and learning approach in this study. Appleton and 
Asoko (1996) prescribed a perspective of the constructivist teacher that I attempted to 
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follow:  
• A prior awareness of ideas that children bring to the learning situation, and/or 
attempts to elicit such ideas 
• Clearly defined conceptual goals for learners and an understanding of how 
learners might progress toward these 
• Use of teaching strategies which involve challenge to, or development of, the 
initial ideas of the learners and ways of making new ideas accessible to them 
• Provision of opportunities for the learners to utilize new ideas in a range of 
contexts 
• Provision of a classroom atmosphere which encourages children to put forth and 
discuss ideas (p. 167) 
 
This understanding of constructivism informed my teaching and the methodology 
chosen for this dissertation. The course was bipartite with lectures and praxes. The 
lectures were on Tuesdays and the praxes on Thursdays. The Tuesday lectures provided 
material to help participants construct their knowledge of songwriting from their prior 
ideas and the lecture material toward a better understanding of songwriting. The 
Thursday praxes were active experiences where participants explored an area of 
songwriting that had been presented in the lecture. The purpose of the praxes was for 
students to construct new knowledge and skill by applying their knowledge in a creative 
songwriting activity each week. I attempted to create clearly defined conceptual goals for 
students to progress towards. The goals involved songwriting problems to challenge 
students to solve through songwriting during the praxial exercises. At the end of each 
praxis, students presented their exercises for the class. Students were encouraged to 
collaborate with one another on five of the praxes exercises and outside of class 
throughout the semester.  
Early studies of composition within music education focused on songwriting as 
strictly a cognitive process. (Phillips, 1995, 2000; McIntyre, 2008; Webster, 2011; 
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Younker, 1997; Hickey, 1995). These studies were informed by cognitive constructivist 
frameworks, which look at the individual cognitive processes of writing music. However, 
of recently, educational researchers have begun to explore how culture and society shape 
these cognitive processes (Abramo, 2009; Allsup, 2003; Barrett, 2003, 2005; Blair, 2007; 
Scott, 2007; Wiggins, 2001). These studies are influenced by social constructivist 
frameworks, which take into account students’ socio-cultural backgrounds and influences 
upon learning. One of the aims of this dissertation is to explore these social and cultural 
influences on the participants’ songwriting experiences. The cultural and social 
backgrounds of the participants contributed to these social and cultural influences and 
will be examined as a part of their influences on meaning, value and strategies 
(Rodriguez, 1998; Green, 2002; Barrett, 2003; Blair, 2007). 
Contextual Backdrop 
The songwriting course took place at a large, private, evangelical university, 
which I will call “Freeman University.” Because of this, evangelicalism serves as a 
contextual backdrop for this paper. Bebbington (1989) described evangelical Biblicism as 
a high regard for and obedience to the Bible as the “ultimate authority” (p. 3) or what 
might be called Truth, with a capital “T.” Evangelicals best sum up the sense of objective 
truth in the word “Christocentric” (Padgett, 2006; Morrison, 1999). Evangelicals often 
use the terms “inerrancy” and “inspiration” in posing their epistemology as objective 
capital “T” Truth (Graves, 2014, Hays, 2009). The word inerrancy is a signifier in the 
evangelical context and implies that the Bible is God’s truth to the human race (McGrath, 
1996). Evangelical’s use of the word inspiration attests to the belief that the Bible, though 
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written by humans, was divinely inspired. Evangelicals affirm that this objective truth 
was set in canon over a period of centuries and is accepted as orthodox dogma by 
evangelicals (Ingalls, 2008; Crapanzano, 2000).  
Setting - Evangelicalism 
The term “evangelicalism” can be understood as a body of beliefs that the 
evangelical holds as objective and universal truths. Evangelicals believe that Jesus is the 
Christ and as such is divine in nature being supernaturally born and having fulfilled 
Messianic prophecies (Krause, 1990). Faith, for them, is putting trust in the God of the 
Bible (Ward, 2009). The ethos of Freeman University is based in a belief that God is 
supreme (Power, 1997, p. 135). Evangelicals project a sense of quality of life through a 
system of values and identify their sense of purpose and reason for existence as centered 
in their interpretation of the Biblical God. This is true not only for them personally, but 
they believe this is true for others as well. In other words, Jesus as Savior is not only a 
personal truth, but one that must be “evangelized” to everyone everywhere (Harding, 
1987; Packer, 2008).  
This belief in evangelizing influences evangelical’s relationship with songwriting. 
Songwriting as an act of creativity for evangelicals is a manifestation of their ontological 
identity and purpose as created in the image of God taken from Genesis 1:26: “Then God 
said, ‘Let us make mankind in our image, in our likeness’” (New International 
Translation). Evangelicals hold that creative activity is a demonstration by humans in 
reflection of the image of God as a part of creation (Harrison, 2010; Luz, 2009; 
Schaeffer, 1974). Human creativity has carried weight among Christian artists and 
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musicians as co-creators in imitation of the creative attribute of God for centuries. The 
impetus of creative work has been designated as imitatio Dei (Power, 1997, p. 134), 
meaning that it is in imitation of God rather than creative gifting as ex nihilo (from 
nothing) (John Paul II, 1999, para 4).1  
Because evangelicalism is the worldview of Freeman University, where the study 
took place, the faculty and students are encouraged to enter into a personal spiritual 
relationship that is viewed as is central to their understanding of faith. This personal 
relationship, and its universalist application creates an “evangelizing” quality to student 
and faculty’s relationship with songwriting (Gormly, 2003). The use of the term 
“universalist” regarding evangelicalism is meant to refer to evangelicals’ holding to a set 
of objective truths. How does this ethos and logos of evangelicalism influence the 
participants’ songwriting processes and the values and meanings they gather from it? 
Songwriting and Evangelicalism 
Because of the specificity of an evangelical context, questions of religion and 
spirituality’s intersection with songwriting became an area of investigation for this study. 
Evangelicals place high value on songs for the effect they have in worship, 
communicating beliefs, conveying meaning, and drawing on the emotion of the 
worshippers (Hustad, 1981; Frame, 1997; Horness, 2004; Luhrmann, 2004; Baloche, 
Owens & Owens, 2008; Ingalls, 2008; Kauflin, 2008; Hartje, 2009). The participants in 
this study were students at this University and, while not required to affirm a theological 
                                                
1 That creativity is seen as imitative rather than completely original is a nuance that affects how 
evangelical songwriters approach the creative process. Creating in imitation of God in a domain 
brings relevancy as accepted standards are embraced.     
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statement, are required to sign a moral set of values, much like students at secular 
universities sign statements regarding personal and academic conduct. The school in 
which I teach, and where the data were gathered, is a School of Music and Worship 
within a larger School of Music. The mission of the Music and Worship School at 
Freeman University is to supply worship leadership to the evangelical community. 
Students in the program may select any of twelve concentrations: Worship Leadership, 
Biblical Studies, Women’s Ministry, Youth Ministry, Intercultural Studies, Theatre 
Ministries, Pastoral Leadership, Christian Music Artist Development, Christian Music 
Songwriter, Worship Technology, and Business Studies. Many of the participants in this 
study have chosen to pursue the Christian Music Songwriter specialization, as will be 
indicated in their stories.  
In reviewing research, there seems to be a dearth of studies of evangelical 
contexts in music education. While studies seem to abound in worship, the subject of 
songwriting in evangelical research is primarily focused on the role songs play in worship 
(Ingalls, 2008). But the scriptures, accepted as sacred writ and not optional for many 
within the evangelical Christian community (Psalm 96:1, 98:1, 149:1, & Isaiah 42:10) 
prescribe the importance of creating new songs with “sing to the Lord a new song.” 
While much is written describing the value and the meaning of the songs to listeners 
(Hustad, 1981; Frame, 1997; Luhrmann, 2004; Baloche, Owens & Owens, 2008; Kauflin, 
2008; Hartje, 2009), narratives regarding the meaning derived in the process and the 
value associated with the process of songwriting by songwriters is limited. Would the 
findings of this study be useful within Christian higher music education? Can songwriting 
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benefit all students in evangelical higher education, whether they are music majors or 
not?    
Purpose for the Research 
The purpose of this qualitative instrumental case study was to explore the creative 
process of songwriting at the undergraduate level. In this study I explored meaning 
making within songwriting for the participants, whether the songwriting process held 
value for them, and what strategies they utilized in their songwriting process. 
Research Questions 
The preceding section on the theoretical framework sets the context to explore the 
creative process of songwriting at the undergraduate level. The goal is to discover the 
experiences of songwriters in the process of songwriting as well as what they find 
meaningful and valuable. The research questions are:  
1. How did participants’ backgrounds impact their perceptions of 
songwriting? 
2. What did students find valuable about the songwriting process?  
3. What meanings emerged from the songwriting process? 
4. What songwriting strategies emerged through the process?  
Course Overview 
  An important component of the songwriting survey course was the “songwriting 
praxis.” A praxis–or “action that is embedded in and responsive to a specific context of 
effort” as Elliott (1995, p. 14) defines it—at the undergraduate level could serve a 
songwriter in the same way that painting serves a visual artist: the application of 
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knowledge and skill and building new knowledge toward a creative expression. While 
learning music theory increases musical understanding, and learning music history 
increases knowledge of context and the origination of genres, the application of that 
knowledge and skill may be realized in the act of songwriting (Elliot, 2009; Reimer, 
2002).  
 Technology is also a salient part of this course. While music technology has 
become a common fixture in colleges and universities in the United States research 
regarding how that technology is used as a tool by students in creating songs is limited 
(Tobias, 2010, 2013, 2014). This study occurred in an iMac lab where participants had 
access to multiple levels of technology. Their use and implementation of technological 
tools were be explored with regard to the strategies students said they employed during 
their praxial exercises and in their song project.  
Researcher Perspectives 
I am a college music instructor and have taught music at the undergraduate level 
since 2004. I studied music education in my undergraduate work, music history at the 
masters level, and have completed my doctoral coursework in music education. I am a 
published songwriter, and find great personal value in the creative process of 
songwriting. I also enjoy the opportunity of teaching songwriting and providing a 
framework for students to build their knowledge and skill. But I struggle with a sense of 
inadequacy in trying to teach what some have suggested is not possible (Green, 2002). 
While there are many texts that describe approaches to songwriting in “God’s-eye-view” 
perspective, (Blume, 2009; Braheny, 2006; Davis, 1985; Hirschhorn, 2004; Perricone, 
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2000; Pattison, 2010, 2012; Webb, 1998) there is a paucity of narrative from the 
perspective of the learner.  
 I began creating music as a child. No one told me to create songs. I loved singing. 
I sang with my family, in school, in church, while I was playing, when I was working. It 
was a natural outgrowth of my life, and I found great pleasure in singing. I improvised 
little songs that were subtexts to the circumstances of my life. Often there were 
expressions of joy, but there were melancholy expressions of loneliness or sadness as 
well. I was fascinated with listening to songs, whether on the radio, in the car, in church 
or school, and when friends sang them to me. I found great pleasure in popular songs 
because their ideas were easy to remember and repeat. It seemed to me that musical 
thoughts were in my head all the time. The songs went to bed with me at night, they 
stayed in my mind while I slept and were with me when I rose in the morning. They lived 
in my mind as meaningful expressions often for only a short while, and then I moved on 
to other songs.  
After I learned how to notate music in school I began trying to write the songs 
down in an effort to retain them, but was frustrated by the tedium of trying to capture the 
nuances. Often the song ideas would leave my memory before I had finished writing 
them down, and on reflection I found only a written skeletal image which seemed to 
mock me from the page. When I showed others my musical sketches it hardly seemed the 
black and white graphic representation of my musical thought even began to catch the 
full colored landscape of the musical ideas I had heard in my head.  
 When I was studying music education as an undergraduate, there was a song 
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writing competition for which I entered a song. The context for the songwriting 
competition was for songs to be submitted by students who had completed two years of 
theory. What surprised me was that as a part of the theory study we had never been called 
upon to actually write a song. We had completed written harmonic and voice-leading 
exercises, had written contrapuntal episodes, and had studied and listened to examples of 
the masters. But we had never written a “simple” complete song and never a popular 
song. For the competition I chose an extant lyric, a hymn, to which I set original music. 
But the more I experimented with ideas the more I became confused by what seemed a 
limitless number of possibilities. I was overwhelmed by the prospect of choices in 
creating my song. Nothing I had written previously had come close to anything I would 
have considered masterful. I was even more intimidated by trying to create music like the 
music I was listening to on the radio. After putting together a melody that seemed to fit 
the lyrics I felt overwhelmed by the harmonic possibilities and asked my mother to help 
harmonize my tune. She reigned in possibilities, but her harmonic sequences were 
directed from her formal musical background. They worked and seemed logical, but to 
me they felt forced and old fashioned. Although I enjoyed creating an original melody in 
the end I felt the process was artificial. Because we had never written a song as a part of 
our official music coursework the process was foreign and felt contrived. It seemed as 
though the music department at my college simply expected the music students to know 
how to put a song together serendipitously, though they had never addressed it directly. 
Perhaps they held the same belief expressed by Scruton (1996) when he said, “…we 
teach classical music because it requires disciplined study. Expertise in pop, on the other 
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hand, can be acquired by osmosis.”  
 In the end my song was performed along with a few others that had been selected; 
but I felt marginalized and embarrassed for my song to be heard by my peers because the 
song was not a real reflection of who I felt I was at that time. I wrote to appease the 
competition gate-keepers framed by a lyric that was not my own. It was nowhere near the 
music that I was listening to or performing at the time. I felt disenfranchised in not 
understanding how a song should work. My music education had prepared me in many 
ways, but I felt it had not prepared me to do the very thing I wanted to do most: to create 
songs. Is it possible that others have had the same type of journey in songwriting?  
Truth (capital T) and truth (lower case t),  
The tensions between Truth (capital T) and truth (lower case t), evangelicalism, 
and narrative and constructivism are a world I inhabit as a teacher and researcher. I 
identify myself as an “evangelical” and I live and teach within the constructs of 
evangelical faith and culture. While this study is not viewed as a study of religion, in the 
writing of this paper I will not be able to divorce myself from my evangelicalism nor that 
of my students. 
While I identify as an evangelical, I am also educated as a narrative researcher 
and constructivist educator. I am a college music instructor and have taught music at the 
undergraduate level since 2004. I studied music education in my undergraduate work, 
music history at the masters level, and have completed my doctoral coursework in music 
education. I am a published songwriter, and find great personal value in the creative 
process of songwriting. I also enjoy the opportunity of teaching songwriting and helping 
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to provide a framework for students to build their knowledge and skill. But I struggle 
with a sense of inadequacy in trying to teach songwriting which some have suggested is 
not possible (Green, 2002). While many texts describe approaches to songwriting from a 
teaching perspective where the writer projects their understanding of songwriting as the 
standard, (Davis, 1985; Webb, 1999; Blume, 2011; Braheny, 2006; Hirschhorn, 2004; 
Perricone, 2000; Pattison, 2010, 2012) there is a paucity of narrative from the perspective 
of the learner.  
Summary 
In this introductory chapter I have provided a foundation for the dissertation, 
opening with narrative, providing reasoning for this research, setting out to provide a 
theoretical framework for the dissertation and outlining the context. Finally, the 
concluding section gave the purpose of the research and the research questions, which are 
the focus and driving elements behind the study. 
In the following chapters, I will reveal how this empirical study of songwriting at 
the undergraduate level was executed. In Chapter 2, I will explore the current research on 
songwriting, creativity, constructivism, and epistemologies of truth claims that are 
germane to this study. In Chapter 3, I will explain the methodology of the proposed 
narrative and how the epistemologies shaped the study design, data collection and 
analysis. In Chapters 4 through 10, I will visit the stories of each of the participants of the 
study with regard to the research questions. In Chapter 11, I will present my findings and 
conclusions with possible implications for music educators, for Christian Higher 
Education, and for those pursuing songwriting. 
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 CHAPTER 2 - REVIEW OF LITERATURE  
Introduction 
In this chapter, I explore the phenomenon of songwriting as it intersects with 
teaching and learning, and specifically with value and meaning ascribed to songwriting, 
and strategies used in the process. First, I review the literature on creativity, under which 
songwriting is subsumed. Second, I review the literature on songwriting as a form of 
composition. I then turn to the literature on constructivism, which is the theoretical 
framework for this study. Finally, I review the literature on narrative as a research 
method.  
Creativity  
Definition of Creativity  
The songwriting process is an act of creativity. Riley (2012) proposed that 
“[s]ongwriting is a creative activity that helps persons express a range of ideas and 
feelings” (p. 2). Hickey (2009) situated songwriting within creativity by describing the 
compositional process as creating “from nothing in order to express oneself through 
sound” (p. 214). There has been a recent surge in research regarding creativity that 
crosses educational categories. Kaufman and Beghetto (2009) found that more than 
10,000 papers have been written about creativity in the past decade. Helpful to this study 
are four types of creativity that Kaufman and Beghetto identified from the literature.  
Creation of a product is not the sole aim of creative activity, but may be the 
outcome of a rich process. Kaufman and Beghetto (2009) wrote that most investigations 
into creativity tend to address one of two directions: everyday creativity (Richards, 2007), 
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which they call little-c creativity, or eminent creativity (Simonton, 1994, 1998; Gardner, 
1993), which they call Big-C creativity. Their proposition was that, while the Big-C and 
little-c dichotomy may be significant in defining the eminent and everyday types of 
creativity, the distinction lacks the specificity needed for further research in creativity. To 
bring more specificity, Kaufman and Beghetto created two new constructs: mini-c and 
Pro-c.  
The mini-c construct is most expedient to the learning context of this study in 
highlighting the personal (Runco, 1996; Vygotsky, 1967/2004) and developmental 
(Cohen, 1989) aspects of creativity. The mini-c construct of creativity is especially 
valuable in “recognizing and distinguishing between the genesis of creativity expression 
(mini-c)” from “the more readily recognizable expressions of creativity (little-c)” 
(Kaufman & Beghetto, 2009, p. 2). They had earlier defined mini-c as the “novel and 
personally meaningful interpretation of experiences, actions, and events” (Beghetto & 
Kaufman, 2007, p. 73). The mini-c categorization will be especially effective in 
investigating the nuances of construction within the educational setting. The authors 
clarified the limitation of the little-c categorization: “…attempting to use the little-c 
category to classify students’ creative insights can also be too restrictive – resulting in 
such insights being dismissed, discouraged, and overlooked (as opposed to recognized 
and nurtured)” (p. 3).  
Pro-c creativity includes the recognition of creative activity that broaches into 
what are considered professional level products. Kaufman and Beghetto (2009) described 
pro-c creativity as including “professional-level creators who have not yet attained 
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legendary status” and “the distinction pertains more to expertise and level of impact” 
rather than simply popularity or revenue generated (Kaufman, Beghetto, Baer, & Ivcevic, 
2010, p. 382). 
Some researchers have used Kaufman and Beghetto’s creativity framework in 
empirical studies. The mini-c construct was used in a qualitative study of case studies of 
masks created by 10-11 year old children in an English Year 6 art lesson (Hallam, Lee & 
Gupta, 2011). A qualitative thematic analysis was used to examine the interpretation of 
the masks from the perspective of the child who created the mask, the teacher who took 
the art lesson, the researcher, and a professional artist. The researchers found that 
children viewed their creative activity with “new and personally meaningful creative 
activity specific to that child” (p. 191), which the researchers interpreted as mini-c 
values: 
Attention to the child’s perspective gave insight into personally meaningful 
examples of creativity such as the use of abstract expression or the adaptation of a 
batman character. This insight would not have been provided by a modernist 
approach which relies on rating scales informed by Pro-C values. (p. 192)  
 
 Kaufman and Beghetto (2013) studied the perceptions of creativity of 1,364 
college undergraduate students. They collected data via an online survey with two goals. 
The first was to explore whether their participants were able to differentiate among 
different levels of creative development. The second goal was to discern whether there 
were individual differences in the personalities of respondents in their differentiation of 
different levels of creativity. Their findings suggest that people tend to view creativity 
that is more differentiated than the binary creative and not creative:  
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This distinction is important for at least two reasons. First, it helps ensure that 
creative potential is not overlooked. For instance, the new and personally 
meaningful insights that children and novices have while still learning a domain 
can serve as a signifier of creative potential that can be developed into larger-c 
creative accomplishments. Second, recognition of mini-c creativity helps ensure 
that the internal and more subjective aspects of creativity are recognized as a 
catalyst for creative achievement. Indeed, from the Four C perspective there is no 
little-c, Pro-c, or Big-C without mini-c. The difference between more 
accomplished creators and novices is that more accomplished creators have the 
domain knowledge, expertise, and ability necessary to turn mini-c insights into 
creative achievements. In this way, mini-c serves as the genesis for recognizable 
forms of creative achievement. (p. 229)  
 
Important to this current study is the notion that creativity is widely distributed 
and not limited only to those who achieve Big-C creativity (Runco & Richards, 1997; 
Kaufman & Baer, 2006; Beghetto and Kaufman, 2007). While the Big-C construct is 
clearly defined, limiting the distinction of creativity between Big-C and little-c is too 
confining. Beghetto and Kaufman (2007) argued:  
The reason why we believe that mini-c is a construct that deserves its own 
terminology is because current conceptions of little-c creativity are not inclusive 
enough to accommodate the personal creative processes involved in students’ 
development of new understanding and personal knowledge construction. (p. 75) 
 
Beghetto and Kaufman (2007) went on to explicate weakness of a model limited 
only to little-c and Big-C creativity: 
The point we are making is that all contributions judged to be creative by others 
(be they little-c or Big-C) have their genesis in mini-c. This initial (mini-c) spark 
of creativity, however, can be crushed if not nurtured properly. The question to 
answer then becomes what is the way to properly encourage and support mini-c 
such that it can evolve into further creative pursuits? We argue that the answer 
can be found in what we call the Goldilocks Principle. (p. 76) 
 
The “Goldilocks Principle” suggests that standards be communicated that are 
appropriate to the domain, context, and student; not to warm or too cold. A balance must 
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be maintained with a right level of feedback that is not harsh enough to prevent a student 
from developing and not too harsh devastating a student’s interest in creative work.  
Beghetto and Kaufman proposed the relationship between teacher and student: 
Skilled others (teachers, more skilled individuals in a particular domain or 
context) can help encourage this switching between mini-c and little-c by: (a) 
taking the time to hear and attempt to understand novice’s mini-c interpretations; 
(b) cueing novices when their contributions are not making sense given the 
domain constraints, conventions, and standards of the particular activity or task, 
and (c) providing multiple opportunities for students to practice moving between 
mini-c and little-c creativity. (p. 77) 
 
 The four constructs identified by Kaufman and Beghetto serve in this study to 
situate creativity as widely distributed. Secondly, the constructs provide a framework for 
participants to classify their work in the songwriting process and then to construct means 
by which they can improve. 
Musical Creativity 
Within the area of music and more specifically songwriting, Hickey (2001) 
suggested that a general definition of creativity is needed before a proper study of the 
subject can begin. Hickey considered musical creative thinking as a cognitive act and 
cited Mayer (1999) saying that a “…widely used and accepted definition…is that a 
creative product is one that is both novel (to its creator) and is ‘appropriate’ or ‘valuable’ 
in the context of a domain” (p. 1). This definition is useful within this study in framing 
the creative act as novel to participants and valuable within the context of the domain of 
songwriting.  
Csikszentmihalyi (1988, 1997, 2008/1990) had shifted the discourse on creativity 
from questions of who or what is creativity to the question where is creativity. In 
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situating and assessing effectiveness within creativity, Gardner (1994) cited 
Csikszentmihalyi’s systems model of creativity: 
As formulated by Csikszentmihalyi (1988b), creativity emerges in virtue of a 
dialectical process among individuals of talent, domains of knowledge and 
practices, and fields of knowledgeable judges. If one wants to understand 
phenomena of creativity, one cannot simply focus on the individual – his brain, 
her personality, their motivations. Instead, one must broaden one’s focus to 
include a study of the area in which that creative individual works and the 
procedures by which judgments of originality are rendered. (p. 146)  
 
Csikszentmihalyi (1988) described his notion of domain: 
[T]he information that goes into the creative idea “existed long before the creative 
person arrived on the scene. It had been stored in the symbol system of the 
culture, in the customary practices, the languages the specific notation of the 
‘domain.’” (p. 325) 
McIntyre (2008) constructed a theory of domain within popular songwriting in a 
study of popular songwriters over a period of ten years: 
A cultural producer, such as a songwriter, must therefore acquire the specific sets 
of knowledges pertinent to their cultural practice, a set of knowledges that exist 
within the traditions and conventions of the practice of songwriting. This process 
of acquiring knowledge for creative action can be called domain acquisition. (p. 
42) 
 
In this study, songwriting is situated as a domain of songwriting knowledge and practice 
within the context of historic and cultural diversity. It is also a field with a variety of 
knowledgeable judges from both the academy and the music industry.  
 McIntyre (2008) described the concept of field for popular songwriting: 
This possibility of action occurs within, or is produced in, a field of works. The 
field of works is a related concept to the domain of knowledge in as much as it is 
the accumulated cultural work done to this time in a particular field. For 
contemporary Western popular music, it is the heritage of collected songs and 
recordings accumulated over the history of the domain of popular music. 
According to Toynbee (2000), it also includes techniques and codes of 
production. (p. 42)  
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For this study creativity will be approached from an “everyman” perspective; a 
democratization of creativity identified by McIntyre (2008).  
In opposition to a customary view that creation takes place in a “flash of 
lightning” or a “light bulb turning on,” Csikszentmihalyi posits that the creative idea 
“existed long before the creative person arrived on the scene. It had been stored in the 
symbol system of the culture, in the customary practices, the languages the specific 
notation of the ‘domain’” (Csikszentmihalyi, 1988, p. 325). McIntyre combined the 
systems model focusing on the domain of songwriting together with Bourdieu’s concept 
of habitus – a feeling for the way things are done. Bourdieu (1977) claimed that the 
acquiring of cultural capital came as a result of a long process of inculcation or 
immersion in the knowledge, developing a second sense or second nature of how it 
operates (p. 188). McIntyre then narrowed the focus of creativity to songwriting as 
cultural domain: 
In order for a person to become a songwriter utilizing the knowledge base, the 
internalized codes and manner of thought of that cultural domain, a songwriter 
must firstly acquire the cultural capital pertinent to it. Cultural capital is also a 
“form of knowledge, an internalized code or a cognitive acquisition which equips 
the social agent with empathy towards, appreciation for or competence in 
deciphering cultural relations and cultural artifacts.” (p. 42)  
 
Similarly, Schön (1983) expressed the creative songwriting process as “finding 
the groove” or having a “feel” for the material (p. 55) and added the merit of reflection on 
creative action. Schön held that the process of creativity for songwriters was “a kind of 
reflection on their patterns of action, on the situations in which they are performing and 
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on the know-how implicit in their performance. They are reflecting on action and in some 
cases, reflecting in action” (p. 55). 
Models of inspiration. 
What models of inspiration are useful to songwriters? Boden (2003) outlines two 
commonly held myths regarding creativity: the inspirational view and the romantic view. 
Boden explained the inspirational view: 
The inspiration approach sees creativity as essentially mysterious, even 
superhuman or divine. Plato put it like this: “A poet is holy, and never able to 
compose until he has become inspired, and is beside himself and reason is no 
longer in him…for not by art does he utter these, but by power divine. (p. 14) 
 
The author explained the problematic nature of the romantic view: 
According to the romantic, intuitive talent is innate, a gift that can be squandered 
but cannot be acquired – or taught. This romanticism has a defeatist air, for it 
implies that the most we can do to encourage creativity is to identify the people 
with this special talent, and give them room to work. Any more active fostering of 
creativity is inconceivable. (p. 15)  
 
McIntyre (2008) eschewed both views which he traced to Kantian ideas on 
aesthetics and development, explaining: 
Both positions, the inspirational and the romantic perspective, exemplified at the 
extreme by the myth of romantic agony (Petrie, 1991), have provided the ground 
for the stereotypical and common view of the unconstrained, self-expressive, 
quasi-neurotic artist existing in their garret, waiting for the muse to arrive or for 
inspiration to strike (p. 40). 
 
The music industry has promoted this type of quixotic artist ideal in an effort to create an 
audience and thereby increase sales of product (McIntyre, 2008, p. 40).  
These Romantic and inspirational views of creativity are applied to children in the 
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media. For example, the movie August Rush (2007) perpetuated this mythical view of the 
concept of artist. The protagonist, a child, moves from one musical setting to another 
creating and performing with complete mastery and originality without any prior training. 
Research into gifting as storied in August Rush is absent. This view of gifting is 
problematic and exclusionary to students who question the legitimacy of aspiring to 
something they do not have the August Rush gift in. Is it possible for a child to play a 
guitar, to create a hit song, to compose to the standards of a domain, to perform with 
mastery, having never touched the musical instrument or area of mastery?  
Campbell (1998) challenged this idealized view and said,  
In such a conception of talent, education and hard work have little place, and 
environment counts for naught. It is as if to say that children are either born with 
enormous musical talent, or they are not, and that there is neither a spectrum of 
musical gifts nor the chance to stimulate through training their musical growth. I 
find this view difficult to accept and am instead prone to see those who succeed 
and distinguish themselves in any field as products of hard work. If a society 
accepts music as a valued professional channel, then a child’s effort can make 
much of a widespread human capacity to listen, perform, and create. (p. 169)  
 
Instead of this idealized view, some have suggested a more systematized way of 
accounting for creativity in songwriting. Csikszentmihalyi (1996) promoted a synergistic 
model of creativity that is based in the nurturing of skill:  
The real story of creativity is more difficult and strange than many overly 
optimistic accounts have claimed. For one thing…an idea or product that deserves 
the label “creative” arises from the synergy of many sources and not only from 
the mind of a single person. It is easier to enhance creativity by changing 
conditions in the environment than by trying to make people think more 
creatively. And a genuinely creative accomplishment is almost never the result of 
a sudden insight, a lightbulb flashing on in the dark, but comes after years of hard 
work.” (p. 1) 
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McIntyre (2006) proposed an Aristotelian-based definition of creativity, which 
combined the notions of originality and effectiveness as an alternative to the romantic 
view of the artist as:  
an activity whereby products, processes and ideas are generated from antecedent 
conditions by the agency of someone, whose knowledge to do so comes from 
somewhere and the resultant novel variation is seen as a valued addition to the 
store of human knowledge. (p. 202)  
 
McIntyre proposed (2008) that the singular characteristics of creative individuals cannot 
solely explain creativity due to the large number of variables: “the store of knowledge, 
the social organization involved, and the variable characteristics of individuals and all the 
permutations thereof” (p. 49). McIntyre (2008) concluded that 
the Aristotelian-based definition of creativity seems to be more fully supported by 
the evidence presented in this study….it is pertinent to conclude that creativity 
can be reconceptualized as a property of complex systems rather than of singular 
individuals. (p. 49)  
 
Musical creativity literature (Carlin, 1998, Hickey, 2003; Sloboda, 1985; Webster, 
2003) would seem to follow that revision is necessary in the process. Webster (2011) 
described the use of revision in musical creativity: 
For me, revision is the active consideration of new material in the face of old with 
the idea of improving a final product. It is based on the notion that the first 
gestures of musical ideas are worthy of change by expanding, extending, or 
otherwise altering the musical ideas beyond the initial form. Revision can take 
many forms and can take place in countless ways (p. 95). 
 
Participants in this study will be encouraged to revise their initial musical ideas toward 
expansion, extension and improvement in their songwriting. Webster (2011) found that 
children needed to be informed that they were allowed to make changes to their initial 
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ideas. Ruthmann (2008) also suggested the role between teacher and student needs to be a 
careful balance in encouraging revision while not “interfering” (p. 56) with their work. In 
observation of a teacher making comments on a students’ soundtrack, Ruthmann 
reinforced that agency matters. When a student invested a lot of herself in her 
composition the comments of a teacher were viewed as dominating unfairly on the 
compositional intent of the young composer. 
Webster (2011) added eight building blocks for designing pedagogies for revision 
that serve in creating lectures and praxes in this study: 
1. Give ourselves agency 
2. Encourage improvisational thinking as a partner to creating original 
music-making. 
3. Listen, perform and discuss music. 
4. Teach formal properties of music at the appropriate time. 
5. Establish a climate for revision 
6. Ask children about how they are or have been revising. 
7. Have children discover on their own. 
8. Build over time. (p. 109-110) 
 
 Some have suggested that creative thinking can be strengthened through 
songwriting activity. Hickey (2002) urged the capturing of “greater and more complex 
instances of ‘real-life’ creative endeavor” (p. 402) instead of the limited scope of simply 
measuring divergent thinking with pen-and-pencil tests. Hickey (1995) studied twenty-
one fourth and fifth graders and discovered that they organized their creative songwriting 
tasks around five musical elements: melody, rhythm, texture, timbre, and dynamics. 
Hickey’s organization of creative thinking into five key elements may provide a frame to 
understand the organizational strategies of the participants in this study. Do views 
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regarding talent affect the songwriting process of participants in the current study? How 
do participants make sense of varying ideas regarding creativity? 
The working definition then within this study frames songwriting as a creative act 
that is novel to participants and valuable within the context of the domain of songwriting 
and the field represented by a history of collected songs and recordings and 
knowledgeable judges from both the academy and the music industry. 
 
Songwriting and Composition 
I now narrow the focus from general studies of creativity to the creative process 
of songwriting. Songwriting is an internal process as well as an outward act of expression 
and creativity (Impett, 2009). The inward process involves self-knowledge, agency, and 
meaning, and the outward act involves social awareness and culture, a domain, self-
disclosure, and an audience. In this section, I begin with a definition of the term 
songwriting. Next, I situate songwriting in current music education research in three 
areas: the value of songwriting, meaning in songwriting, and the strategies of 
songwriting. I also identify what may be called “three commonplaces” (Schwab, 1978) of 
songwriting: music education, evangelicalism, and songwriters. Finally, I end this section 
with a review of literature pertaining to the songwriting praxis.  
A Definition of Songwriting  
Songs have been assets in every culture throughout history (Milsom, Orrey & 
Warrack, 2013; Levitin, 2008). They communicate, entertain, and are a vital part of 
religious practices and other social functions. History has been punctuated by song and 
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the meaningful nature of song as an end product of the process of songwriting.  
By definition, a song is “a musical composition intended or adapted for singing” 
(Levitin, 2008, p. 8), and is a subset of the larger category of “composition.” As Levitin, 
(2008) noted, “[m]usicologists generally make the distinction between “song” and longer 
musical forms…. This distinction is meant to imply that song is a subset of music, and 
this does seem to follow intuition” (p. 292). Levitin further expanded on the word “song”: 
A convenient shorthand and, in its most inclusive sense, as a stand-in for music in all 
its forms, to refer to any music that people make, with our without melody, with or 
without lyrics. I’m particularly interested in that portion of musical compositions that 
people remember, carry around in their heads long after the sound has died out, 
sounds that people try to repeat later in time, to play for others; the sounds that 
comfort them, invigorate them, and draw them closer together. (p. 9)  
 
Songwriting, then, eventuates in a song artifact, which is a musical composition meant to 
be sung.  
 Some educators also distinguish between songwriting and composition. 
Historically the predominant emphasis in American conservatories, schools of music, and 
universities in teaching composition rather than songwriting is an artifact of European 
music conservatory traditions that prepared professional musicians for positions as highly 
skilled orchestral musicians, instrumental soloists, and opera singers (Kingsbury, 1988). 
European conservatories taught composition in an effort to supply new music for an avid, 
musically inclined public. Conservatories were situated in performance and the creation 
of music for performance. Composition was taught within the context of predominant and 
popular forms of the time: symphonies, operas, cantatas, oratorios, sonatas, etc. Music for 
the general public was performed live. When American universities and schools of music 
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added music to their majors, they borrowed from the established European conservatory 
approach (Weber, Arnold, Gessele, Cahn, Oldani, & Ritterman, 2011). While 
acknowledging Levitin’s (2008) ideas and the distinctions sometimes adopted by music 
educators, for the purposes of this study, I make little distinction between “song” and 
“composition.” For purposes of this study, songwriting is defined as the process of 
creative activity that eventuates in a song.  
The Pedagogy of Composition  
Having created a broad definition of songwriting, I now turn to research on the 
pedagogy of composition and songwriting. Composition and songwriting can be 
understood as a process where educators have a variety of ways of conveying the art and 
craft of composition, from didactic approaches to problem-based analysis and democratic 
configurations.  
 This compositional process is valuable for students. Kaschub and Smith (2009) 
proposed a praxis where “significance is found in how the elements of sound are crafted 
to reveal principle relationships” (p. 5). Their findings are informative to this study in 
suggesting the starting point for their praxis being found in the balance between opposite 
forces which form the foundation for music’s expressive power: stability and instability, 
sound and silence, unity and variety, tension and release, and motion and stasis. They 
recommended the teaching of music composition in schools, “because composition 
allows people to engage in meaning making in a medium that is designed to parallel that 
of the human experience in multiple aspects” (p. 8). Regarding the development of 
musical thought, they noted:  
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Another major reason why composition is such a valuable tool for developing 
musical thinking is that composition requires crafting and relating all of the parts 
to make the whole. (p. 8) 
 
Some researchers have categorized different approaches to composition 
pedagogy. Moore (2003), for example, described different contexts for composition used 
in music education to nurture the song in both teachers and students: a discipline-based 
model, an expert-thinking model, and an interdisciplinary model. For Moore, in a 
“discipline-based model,” the work of the teacher is to present content while the work of 
the learner is to master that content. The teacher is seen as an artisan and master while the 
student is viewed as apprentice. The apprentice is taught through demonstration, one-on-
one training, and mentoring. As part of this apprenticeship, technology is a tool that 
students must master before using it in the creative process. In songwriting, the 
discipline-based model would require knowledge and skill in notation and sequencing 
software and hardware.  
In an “expert-thinking model” the learner is encouraged to think and act like an 
expert within the discipline. The role of the teacher is to think and act like an expert and 
the creative process is seen as a blend of intuition and inspiration. In the 
“interdisciplinary model,” common threads among different concepts, topics, and content 
in the total curriculum are interconnected. The work of the teacher is intertwined with the 
work of the student where skill used in one area is applied directly to others. Moore used 
an example of how composition in language and composition in music could share 
similar processes comparing improvisation with a focus on process (action and reaction), 
and aural communication (conversation). This type of comparison is useful to this study 
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in framing teaching and learning of songwriting. The model that will most closely 
resemble that adapted for this study is the inter-disciplinary model where students will be 
encouraged to intertwine their knowledge from different areas, especially in making 
connections between aural communication and improvisation.  
Martin (2002) created a taxonomy of composing contexts and processes for a 
study of the compositional processes of a group of university students. Martin delineated 
composition into “composing context categories” and “composing process categories” (p. 
12). Within the context categories Martin found “beliefs and views” regarding composing 
held by the participants, which included beliefs about themselves, the nature of music or 
composing and opinions they developed during the course of the compositional task that 
influenced their compositional process (p. 5). The other context categories explored 
included: course module/task constraints, course module/member influence, declarative 
knowledge, performance practice, other experience/preferences. Within the process 
categories “monitoring” and “reasoning about decisions” Martin found reflection to be an 
important element in the compositional process and that decision making throughout the 
process of composition was purposeful. 
Some scholars advocate that teachers purposefully require students to reflect on 
their compositional processes. In a study of thought processes and strategies, Younker 
(1997) questioned nine students between the ages of 8 and 11, before, during, and after 
compositional activities to elicit their making sense of their work. Younker concluded 
that questioning students regarding their compositional efforts yielded knowledge about 
how to provide further support for learning (p. 376). This study is useful in strengthening 
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the learning environment based on students’ comments rather than instructor 
observations. 
Approaching the pedagogy of composition as a problem-based process is also 
important. Barrett and Gromko (2007) framed their study of the relationship between an 
eminent composer-teacher and a student-composer within a social constructivist 
perspective. The study emphasized the problem finding and solving in the compositional 
process. Problem-finding and problem-solving were executed between student and 
teacher in a dialogue through the use of description, analysis, and intensive questioning 
(p. 218). The problem-finding and problem-solving scenario informs the praxes 
environment of the current study where the praxes assignments are framed as songwriting 
problems to be solved.  
In three other studies, the focus was on the compositional processes of college 
level students, which is the age level and setting of the current study. The participants 
were pre-service education students undergoing composition tasks in preparation to teach 
composition at the school level (Hewitt, 2002; Byrne, MacDonald, & Carlton, 2003; 
Kennedy, 2004). Hewitt (2002) studied two groups that were categorized according to 
their knowledge of music as “specialists” and “generalists.” Specialists were considered 
to have studied music at a degree level for at least three years. Generalists were those 
who had no tertiary-level of musical training. Helpful to this study are Hewitt’s findings 
of the way in which the undergraduate students approached the compositional tasks 
managing the structural elements of melody, harmony, form and dynamics; elements 
which will be managed in this study as well.  
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Byrne et al. (2003) studied the links between the concept of flow and the creative 
output of 45 university students. They found that there was a strong correlation between 
compositional tasks completed in the classroom that were stimulating and engaging and 
higher levels of satisfaction in the process. They also noted this type of learning 
environment involved lively discussion of the processes involved (pp. 286-287). 
Cultivating this type of classroom environment will be at the heart of this study to 
encourage a sense of flow in the process and to foster lively discussion reflecting on the 
process.  
Kennedy (2004) studied the progress of nine undergraduate music education 
students as they completed three individual compositional tasks. One of the 
compositional tasks involved acoustic instruments and two involved a music computer 
lab. Kennedy found that exploration, inspiration, and revision were employed throughout 
the compositional process (p. 39). This is useful to this study as the intersection of 
creativity and songwriting draw attention to a need for balancing inspiration and revision 
in the songwriting process. Similar to the Byrne study, Kennedy’s students described the 
open and trusting atmosphere of the classroom experience as nurturing, and the growth of 
the students in both compositional craft and self-knowledge. Kennedy also observed 
progress in the fluency of each successive composition during the semester (p. 39). In this 
study students will be asked questions regarding their sense of progress in building their 
songwriting knowledge and skill at points along a continuum during the semester.  
Kratus (2012) discussed both the musical and the extramusical value of 
composition in school music curriculum focusing on the person, the process and the 
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product: 
Person: Learning to compose can develop the personal traits of students, 
encouraging them to be original, accept ambiguity, and solve problems alone and 
with others. 
Process: Teaching students the processes of composition enables students to 
compose on their own and with others, and composition is a satisfying form of 
music making in its own right. 
Product: When students compose they manipulate musical sounds, developing 
sensitivity to musical characteristics such as form, harmony, texture, and timbre. 
(p. 380) 
 
 
The Pedagogy of Songwriting  
Younker and Smith (1996) addressed two approaches in songwriting. They found 
there was a “gradual progression from high school novice’s approach using an atomistic 
‘note-to-note progression’ without any overall perspective of the composition, to that of 
the adult expert, who approached the task in a gestalt-like, whole-part-whole manner” (p. 
31). The high school novices worked through a note-by-note songwriting process on an 
elemental level building their songs from the most basic of song pieces. The adults in 
Younker and Smith’s study used a more holistic songwriting process in which songs were 
built in segments as melody, lyric, and form. When problems were encountered the adult 
composers would move to a different segment and then return to solve the problem as the 
other segments took shape (p. 31). What approaches do the college level participants in 
the current study use? Are there approaches that help them to better express themselves?  
Younker (2009) reinforced the importance of the classroom environment in a 
study of five children in a group composition class urging teachers to create a setting that 
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is conducive for composition: 
Perhaps rather than teach, the approach to music composition in our classrooms 
should be to set up an environment in which the students are given the freedom to 
explore and experiment–an environment that creates a need to know how sounds 
can be organized, how they can be layered into multiple colors and textures, and 
how sounds just sound. (p. 160) 
 
Younker stressed the value that composition has in music education: 
Involving students in musical experiences that provide choices, require decision-
making processes, and strengthen the group and individuals are some of the 
strongest educational experiences that music teachers can provide. (p. 161) 
  
 Where songwriting has gained recent attention in music research has been as a 
subset of popular music. In a review of popular music research in music education, 
Abramo (2010) suggested that popular music has gained recent attention due to its 
potential “to incorporate multiculturalism, creativity, improvisation, and informal 
learning into music instruction” (p. 22). Bowman (2004) addressed the problematic 
nature of a definition of popular music by setting a series of common parameters 
appealing to a mass mediation and commodity of character; a continuity with everyday 
concerns, an informality, an amateur engagement, a here-and-now pragmatic use and 
utility, an appeal to embodied experience, and emphasis on product (pp. 36-37). Where 
Bowman’s comments intersect with this study is with regard for mass mediation looking 
to the democratized nature of popular music.  
Some scholars have also advocated the use of technology in the songwriting and 
compositional process. In the present environment that is rich with technology, 
songwriters may use technology as tools in the creative process (Dorfman, 2006, 2013; 
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Tobias, 2010, 2012, 2013, 2014; Williams & Webster, 2006). Study involving 
songwriting and sequencing technology is strongly suggested in the literature (Tobias, 
2010; McDaniel, 2000; Dorfman, 2006; Nelson, 2007; Daignault, 1996). Tobias (2010) 
studied the way secondary students “engaged with and learned music through their 
participation in a songwriting and music technology class” (p. 22). McDaniel (2000) used 
a curriculum model drawing on concepts of the Manhattanville Music Curriculum 
Project. The students in McDaniel’s study, grades 6-8, generated original compositions 
with the aid of MIDI keyboards connected to computers running sequencing software. 
McDaniel recommended further research asking “Does the use of new technologies 
change the way musicians work and create?” (p. 79). Dorfman (2006) investigated the 
influence of “individual learning styles, music experience, technology experience, music 
technology experience, and varied learning conditions on participants’ achievement with 
a music technology task” (p. 153). In Dorfman’s quantitative study high school students 
were given one of two learning conditions in working with notation software: unguided 
experimentation, or guided learning. During the final phase they were to enter notation 
with the knowledge they had gained during the previous phase. Dorfman recommended 
further research into the ways in which students interact with technology. Daignault 
(1996) examined computer-mediated strategies of children in to the process of musical 
composition. In the study 25 children, ages 10-11, were observed in three phases of 
assigned tasks in composition: improvisation, selection, and development. In the 
improvisation phase, the participants were asked to record three to eight improvisations 
on a sequencer program. In the selection phase, participants were asked to listen to all the 
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recorded improvisations and choose one. In the development phase they were asked to 
develop the selected improvisation, using piano roll notation.  
Literature on songwriting and composition indicate a variety of pedagogy, which 
include problem-based constructivist inquiry and democratic configurations. Studies 
suggest that songwriting as a form of composition is a valuable tool for developing 
musical thinking. This study will explore how students interact with exploration, 
inspiration, crafting, and revision, and work on both atomistic and holistic levels of 
songwriting. While songwriting serves music education in addressing form, harmony, 
texture, and timbre, the process is also interdisciplinary. Extramusical aspects, including 
psychology and language, are incorporated in creating forms of popular expression that 
are meaningful within specific contexts. 
Value and Meaning in Songwriting 
Turning from the pedagogy of songwriting and composition, I now focus on the 
research on value and meaning in songwriting. While songwriting is a process, as Doig 
(1941) suggests, it is also a form of self-expression. That expression is more than a mere 
process, but is valuable and meaningful to people who engage in that process. In this 
study, value in songwriting (Impett, 2009) refers to how students ascribed worth to the 
songwriting process within the contexts of music education, evangelicalism, and the 
domain of songwriting. Meaning refers to how people make sense of life in songwriting. 
How do they make sense of their lives through the process of songwriting? In this 
section, I will explore value and meaning as they relate to songwriting.  
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The Value of Songwriting 
Songwriting is valued for more than its end product. Songwriters value 
songwriting for the meaning making properties they use as they make sense of life 
experiences that are relevant to them (Abramo, 2009; Hickey, 2009; Tobias, 2013). The 
meaning making properties of songwriting are significant enough to have made the 
songwriting process an effective method of music therapy (Silverman, 2011; Presley, 
2009; Baker & Wigram, 2005; Barba, 2004; Jones, 2005; Krout, Baker, & Muhlberger, 
2010).  
What value does songwriting hold for college level students, music educators, and 
evangelicals? I will situate songwriting within the larger studies of the value of 
composition in research where the term songwriting is a subset of composition. As 
suggested in the section on creativity, all creative acts are both the creation of a product 
as well as an internal cognitive process. People create these products and engage in this 
process because it is valuable to them; they receive something of worth for going through 
this process. As Impett (2009) suggested, composition is both personally and culturally 
valuable. The personal activity of songwriting, according to Impett, is bounded by the 
“persona of the composer” (p. 403), while a cultural environment surrounding 
compositions “values them as exceptions, works of unique genius, expressions of 
individuality” (p. 403).  
Similarly, Campbell (1998), in a study of the value of music among children, 
postulated that a song is “both personal and cultural baggage, and [that] every singer in 
every age conveys far more than the rise and fall of pitches in a melody when he or she 
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sings” (p. 173). From conversations with children and observations of children in musical 
play, Campbell developed a list of music functions that were personally and culturally 
valuable to children: emotional expression, aesthetic enjoyment, entertainment, physical 
response, communication, enforcement of conforming to social norms, continuity and 
stability of culture, integration of society (pp. 175-176). In the process of songwriting, 
students can become more self-aware as they explore original ideas, solve problems, and 
accept ambiguity. Songwriting on their own and with others can help students in 
developing their voice through the process of music making. Developing skill in 
songwriting can be valuable personally to students as they develop their musical 
sensitivity.  
In a study of at-risk teens in a composition class, Hickey (2009) found musical 
and extramusical value similar to those of Kratus (2012). Hickey suggested that for the 
at-risk teens enrolled in a composition class she taught at a juvenile detention center, 
composing had extramusical value because it gave them a “chance to express their 
thoughts and emotions without having to explain anything to anybody” (p. 214). Hickey 
continued:  
Children, especially at-risk children, gain from the experience of expressing 
themselves through artistic forms. With these students an atmosphere of openness 
and trust is especially important. (p. 214)  
 
As part of self-expression, Hickey (2009) felt that music composition supported 
“individual development of ownership, autonomy, and authority that emerge as students 
become more competent and confident and recognize the knowledge associated with 
composing as problem solving” (p. 214). Hickey found that these at-risk teens were 
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inspired by the music they listened to and proposed that part of the composition teacher’s 
role was to help students discover and fuel their inspiration. Hickey had learned the effect 
of the influences in the students lives on their compositions through the study:  
that the soundscapes of these students and of all students’ lives are pervasively 
and unconsciously influential in their compositions. And events as well as 
soundscapes inspire their music compositions. (p. 214) 
 
Because of the findings of this study, Hickey added a section in her music 
curriculum regarding inspiration titled “What inspires?” (p. 214). Hickey added that the 
role of the teacher in a composition class is to create an environment where students are 
given freedom to explore and experiment not only with sounds, but with the 
“extramusical” ideas that might inspire the composition of those sounds. Hickey felt such 
an environment created a need to know with new sounds and ideas.  
 In popular music research, Abramo (2010) found musical values similar to 
Kratus’ (2012) process, when Kratus suggested, “composition is a satisfying form of 
music making in its own right. (p. 380)” Abramo was engaged to find a solution to the 
lack of students involved in music at a public high school where he taught. He found that 
the majority of students, especially ethnic minorities, were not represented in traditional 
ensembles: band and choir. In answer to the need to make music education more 
accessible to all students, Abramo pointed to the value (worth) of popular music within 
public music education as offering fertile grounds for creating a music program and that 
popular music could prompt deeper thinking:  
Popular music’s worth does not lie solely in its ability to encourage students to 
perform; it also serves as useful repertoire for students to carry out theoretical 
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analyses and form critical opinions of the music they experience in their everyday 
lives. (p. 16)  
 
Abramo added that the study of popular music “also proves to be a platform for the 
legitimate study of popular culture and provides an opportunity to explore alternative 
teaching and learning pedagogies” (p. 16). These comments regarding deeper thought and 
exploring teaching and learning within popular music are central to this exploration of 
songwriting. In the current study, students will be encouraged to carefully analyze songs 
and the songwriting process within a current popular culture. They will engage socially as 
they are encouraged to write content from their context and perspective for a current 
audience.  
Researchers I have cited have suggested that songwriting holds both personal and 
cultural value. The process is valued for giving place to emotional expression, bringing 
aesthetic enjoyment, entertaining, providing a means for communication within a popular 
medium, and in supporting individual development within the domain of songwriting.  
Meaning in the Process of Songwriting  
While “value” can be understood as what benefits people believe they receive 
from songwriting, the related term of “meaning” may be understood as how people come 
to make sense of life in the process. Cross and Tolbert (2009) proposed a definition for 
meaning in music that is useful to this context from the perspective of music psychology:  
What do we mean by “meaning”? When we say that something has “meaning”, 
we are claiming that our original something points to, or is attached to, or can be 
used to infer the existence of, some other thing beyond itself. Some sort of 
relationship exists between our original entity or event and something beyond 
itself. (p. 24)  
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The relationship that exists between songwriting as the “original something” and some 
other thing beyond itself is the sense that is made of life in the creative process.  
Meyer (1956) framed meaning in music with the dichotomy of absolutist music 
and referentialist music. Meyer referred to “absolutist” along the lines of finding meaning 
exclusively within the context of the musical work itself and the “perception of the 
relationship set forth within the musical work” (p. 1). In contrast the term “referential” 
added that in addition to the abstract intellectual meanings, music communicates 
meanings “which in some way refer to the extramusical world of concepts, actions, 
emotional states, and character” (p. 1). Both conceptions of musical meaning are useful 
within this study. The “referential” concept is useful due to the combination of words and 
music that are interwoven in the songwriting process evoking concepts, actions, 
emotional states, and character, which are realized through the process. Meyer added that 
absolute meanings and referential meanings are not mutually exclusive but “can and do 
coexist in one and the same piece of music, just as they do in a poem or a painting” (p. 1). 
Musical meaning is created through the interplay of lyrics and music, notes, rhythms, and 
harmony. In an ethnographic study of children regarding meaning and value in music, 
Campbell (1998) found music had both personal and cultural value as sound and in the 
experience of music making: 
Music’s meaning is contained in the experience of it rather than in the sound 
alone and is colored by life and times of the individual. A song is then both 
personal and cultural baggage, and every singer in every age conveys far more 
than the rise and fall of pitches in a melody when he or she sings . . . . Musical 
meaning is found within the disposition of the individual while he or she is in the 
act of the musical experience – as listener, performer, or composer – and it is 
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flavored by the culture in which the individual was reared or resides. (pp. 173-
174)  
 
Meaning making happens within the act of the musical experience of songwriting in the 
mind of the individual. In Campbell’s model, meaning making and music making have 
direct correlation and narrowed for this study within the act of songwriting.  
For Green (2008), questions regarding educating and informal music prompted 
the distinction between “inter-sonic” and “delineated” meanings of music. Green 
described “inter-sonic” as being derived directly from the elements of music: pitch, 
rhythm, harmony, texture, etc. “Delineated” meanings, according to Green are cultural 
meanings that people attach to the inter-sonic meanings. Green explained that delineated 
meanings construe “relationships between musical material on one hand, and other things 
existing outside the music on the other hand” (p. 88). From this theoretical framework 
Green focused on the process of composition that is useful to this study: 
Critical musicality simply means being able to listen to music more attentively 
and knowledgeably; hearing more synchronic parts and/or diachronic 
relationships within it; being more aware of how it came to be made; and having a 
more informed, percipient, and a less alienated, biased response to both its inter-
sonic and its delineated meanings. (p. 91) 
  
Critical musicality is central to the process of songwriting. Through careful listening to 
songs and working within the songwriting process students become aware of the inter-
sonic and delineated meanings.  
Cultural meanings are made from background contexts as students write from 
discourses within which they have been raised. Abramo (2009) emphasized the 
importance of discourses to the discussion of meanings in a study of five student rock 
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bands in a public high school: 
But meaning-making is not as straight-forward a venture because how individuals 
understand their lived worlds are not only influenced by consciousness or simple 
rationality. Instead, discourses also shape how people form truth whether they are 
aware of it or not. This study looked to render acts and words intelligible through 
the students' perspectives on popular culture reception and production, but in 
addition, this study also tried to uncover the discourses that inform these 
perspectives. (p. 16) 
 
Similarly, this study will focus on the words of students in an effort of gaining their 
perspective on the value and meaning of the songwriting process. Songwriting offers a 
medium of expression where relationships between these interests can be rehearsed and 
sense can be made.  
There have been some empirical studies of the meaning-making of students 
through songwriting. Meaning in music is the subject of a multiple studies within music 
education (Younker, 2009; Hickey, 2009; Campbell, 1998). Campbell, Connell, and 
Beegle (2007) reviewed the written comments of 1,155 American middle and high school 
adolescents on the subject of music education in schools. They found five general 
categories that adolescents identified as meaningful in music: (a) identity formation in 
and through music, (b) emotional benefits, (c) music's life benefits, including character-
building and life skills, (d) social benefits, and (e) positive and negative impressions of 
school music programs and their teachers. (p. 224). Each of these five areas will be 
reviewed within the scope of this study from student statements and journals regarding 
the meaningful nature of songwriting.  
In a study of marginalized high school students and their community, Sapp 
addressed meaning through songwriting. In Sapp’s creative space, students engaged 
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creative thinking in meaning making addressing critical social issues that students felt 
had strong social and individual value. Sapp proposed that removing creative songwriting 
from a community would leave that community at a great disadvantage, explaining, “For 
some communities music is indeed the voice of the intelligence of that community.” The 
author questioned, “How will we ever dare to think creatively if we never have spaces 
that allow us to be creative?” (Akeret, 2002).  
Similar to Sapp, Kennedy (1999) found personal meaning in composition in a 
study where the subject of motivation to compose with participants was explored. In the 
study, which was a comparison of the compositional activity of a high school composer 
and a graduate student composer, Kennedy used guide questions during interviews aimed 
at context, process, and product. The guide questions that emerged during Kennedy’s 
study included: What similarities and differences will be observed in the composers’ 
strategies and procedures? How will the available time be utilized? Will time be seen as a 
constraining factor? How will the resulting pieces differ with respect to structure? What 
will be learned about the backgrounds of the two composers? What motivated the 
composers to engage in the act of musical creation (p. 159)? These guide questions help 
shape the questions for this study. Kennedy found the participants were motivated by 
their personal context, which provided rich meaning to compose. Similarly, Draves 
(2008) found that the participants in a college-level songwriting class of non-music 
majors had a high personal desire and interest in songwriting. This motivation stemmed 
from an intrinsic desire for music-making in songwriting.  
Research in songwriting has focused on absolutist and referential meaning making 
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in composition. Songwriters may make sense of life through the process of songwriting. 
This study will focus on whether undergraduate songwriters in a worship and music 
degree make meaning through the songwriting process? Do they find inter-sonic meaning 
within the context of the musical work itself? Do they find delineated meanings from the 
extramusical world? Was meaning-making part of the motivation of songwriters to 
engage in the act of music creation?  
Meaning in Evangelicalism 
As has been mentioned in Chapter 1, and will be described in detail in the 
evangelical section below, this study took place at a Christian University. It is, therefore, 
important to outline the research on how meaning making relates to songwriting in the 
Evangelical community. In addition to intersonic, delineated, and cultural meanings, 
songwriting can have religious and spiritual meaning. The research on the value of 
songwriting in evangelical and Christian higher education is limited; while music in 
worship has been a focus of dialogue and study from Augustine (b. 354) and Boethius 
(ca. 480) and forward, the subject of the process of songwriting has not been. Despite 
this, a few studies on the value of songs in the evangelical community exist. Ingalls 
(2008), for example, studied how the repertoire of North American evangelical 
contemporary worship songs inform and reflect North American Christian identities. 
Ingalls ethnographic study focused on the performance spaces and the musical sounds 
and felt there was an emerging bifurcated evangelical identity of the concert attendees. 
The music and concerts allowed them to: (1) turn inward toward the individual and his or 
her personal relationship with God, while (2) participating in an outward social 
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understanding of relationships with God and their associated inextricable ethical 
responsibilities (p. 415). Ingalls explicated the tensions that these discourses pose within 
evangelicalism: 
Music in evangelical worship, then, manifests these discourses as it forms 
communal identity, as worship practices simultaneously reflect and constitute the 
community's concern with ethics and aesthetics; as musical style is used to 
negotiate various sources of power and influence; and as songs and styles become 
iconic of competing identities within evangelicalism. (p. 416) 
 
While focusing on audience reception, Ingall’s study does not address the process 
through which evangelicals create worship songs. How does songwriting, not just 
performing or listening to worship music, contribute to identities of students in Christian 
higher education? 
Schaeffer (2012) studied the music of evangelical revivals and found there is 
presently much experimentation in genres by Christian worship programmers:  
The latest evangelical wave continues to generate new opportunities for 
experimentation in musical genres as well as technological innovation, which are 
used, among other things, for personal edification and proselytizing purposes by 
born-again believers. The importance of music in American evangelicalism is 
evidenced partly by the time set aside for live performances (singing and 
instrumental) at movement events. (p. 53-54)  
 
The findings regarding experimentation and the time set aside for live performance 
implicate the need for new songs in evangelical worship. While Schaeffer reinforced the 
value in evangelical worship there is no mention made regarding the work of songwriters 
or the value of the songwriting process among evangelicals.  
 Some would suggest there is a dichotomy within evangelical worship music 
regarding worship songs. There are songs for worship that are written about God to 
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inform. There is another group of songs that are written to God in adoration and praise 
(Luhrmann, 2004; Liesch, 1988; Frame, 1997). These songs to God make meaning of an 
intimate experience with God. In an anthropological study of how God becomes intimate 
in contemporary U.S. Christianity, Luhrmann (2004) described the intimate nature of 
singing songs to God and not about God in a contemporary evangelical worship 
experience: 
In the service, in the early period of worship before the pastor speaks, people start 
singing songs to God–songs to God, not about God. People shut their eyes, hold 
out their hands, and sway back and forth, singing of how much they love Him and 
yearn for Him. Some will have tears on their cheeks. Then the music will fade, 
and congregants will remain standing, eyes shut, deeply absorbed in their 
thoughts. Sometimes the bandleader will pray out loud here, softly describing 
"how much we seek to glorify You in our hearts." (p. 523) 
 
In this study I will listen for participant stories regarding the perspective of their worship 
songs.  
Songwriting has value to people for both musical and extramusical reasons. It 
allows self-expression through the composition of sounds and words. Worship songs hold 
spiritual and social value to listeners in the evangelical community. Because there is a 
lack of research in the values associated with songwriting in the evangelical community 
and in Christian Higher Education, the following question remains: how, if at all, is 
songwriting valuable to evangelical college students? 
In addition to research on meaning making in evangelicalism and songwriting, 
there have been studies of evangelical and meaning making in general. To be an 
evangelical, as with identification with all religious groups and subgroups, has meaning 
for people. Evangelicals speak of spiritual meaning, or spirituality, framed around the 
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idea of the “spirit.” Tillich (1981) referred to “spirit” as “the self-determination of 
thought within being” (p. 137) and developed his idea of spirit, adding:  
The essence of spirit, its inner tension, its dynamic character, is derived from the 
infinite opposition between thought and being . . . spirit is neither a mode of 
thought nor a mode of being. In spite of its dependence on both of these elements, 
it is an irreducible mode. Spirit is the mode of existing thought. (p. 137) 
 
Tillich situated the “spirit” as addressing the realm of a mystical formulation of “what is 
beyond being” (Nuovo, 1987, p. 25). Moving from spirit to spirituality, Vaughn (2002) 
described spirituality as one of several types of intelligence that can be developed 
independently (p. 16) and noted some define spirituality in terms of relationship to God. 
This is the case in evangelical spirituality that has been described as love of God and love 
of other human beings (Waltke, 1968). Songwriting for evangelicals is given meaning as 
an expression of love to God (what is beyond being) and about God, to other human 
beings and about other human beings. Vaughn went on to further explicate an 
understanding of spirituality from a psychological framework that is useful to this study: 
Spiritual intelligence calls for multiple ways of knowing and for the integration of 
the inner life of mind and spirit with the outer life of work in the world. It can be 
cultivated through questing, inquiry, and practice. Spiritual experiences may also 
contribute to its development, depending on the context and means of integration. 
Spiritual maturity is expressed through wisdom and compassionate action in the 
world. Spiritual intelligence is necessary for discernment in making spiritual 
choices that contribute to psychological well-being and overall healthy human 
development. (p. 6)  
 
 Harding (1987) observed evangelical meaning making similar to Vaughn (2002). 
The focus of Harding’s ethnographic study was on the spiritual rhetoric used by an 
evangelical pastor in describing his relationship to God. Harding described the meaning 
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of evangelical spiritual terminology: conversion, conviction, witness, and Holy Spirit. 
Bielo (2009) expanded on spirituality as the love of God and the love of others similar to 
Wattke (1968) in an ethnographic study of five evangelical Bible study groups. Bielo 
(2009) contended that evangelicals make meaning of their love of God and others during 
Bible study group events in reading and discussion of the Bible.  
This current study on meaning-making is situated at the intersection of 
songwriting and evangelicalism. Songwriting requires the self-determination of thought 
in the meaning-making of spiritual experience for students studying at an evangelical 
university. The study of songwriting requires the questing, inquiry, and practice that is 
also central to what Vaughn describes as “spiritual intelligence” (p. 6).  
While research has explored meaning in music as product and performance, this 
study is focused specifically on the meaning within songwriting for the songwriter. While 
research in songwriting has focused on meaning making in composition among children, 
adolescents, and adults this study will focus on undergraduate students in worship 
studies. Do undergraduate songwriters in a worship and music degree make meaning of 
the songwriting process? What significance do those meanings have for them?  
Theoretical Framework - Constructivism 
Constructivism served as the theoretical framework of this study. Von Glasersfeld 
(1996) suggests that social constructivism proposes an individualist notion where truth 
“does not exist outside a person’s mind” (p. 5). Social constructivism has influenced 
education in the United States for at least the past quarter century (Pass, 2004). Piagetian 
constructivism rather than “producing representations of an independent reality” had an 
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“adaptive function” (von Glasersfeld, 1996, p. 3). Referred to as genetic epistemology by 
von Glasersfeld (1996) Piaget took the notion of adaptation from the biological context 
(p. 4). Von Glasersfeld further explicated genetic epistemology: 
Knowledge, then, could be treated not as a more or less accurate representation of 
external things, situations, and events, but rather as a mapping of actions and 
conceptual operations that had proven viable in the knowing subject’s experience. 
(p. 4)  
 
Constructivism as a theory of learning has influenced education over the past 
quarter century. Aspects of constructivism inform this study regarding how knowledge is 
handled within an educational setting. Pass (2004) claimed regarding constructivist 
theory that, “No two people were more responsible for the current way lessons are taught 
worldwide than Jean Piaget and Lev Vygotsky” (p. xiii). Constructivism can be traced as 
a historic movement but also as a framework for how learning takes place. Piaget’s 
genetic epistemology “concentrated on the individual in learning” (Pass, p. xiii) while 
Vygotsky “concentrated on the social in learning” (Pass, p. xiii).  
Dewey (1951) had suggested that experience within a context relevant to the 
learner and anticipated a changing world was central learning. Dewey had formulated 
aspects of the progressive educational philosophy of the time using dichotomies:  
To imposition from above is opposed expression and cultivation of individuality; 
to external discipline is opposed free activity; to learning from texts and teachers, 
learning through experience; to acquisition of isolated skills and techniques by 
drill, is opposed acquisition of them as means of attaining ends which make direct 
vital appeal, to preparation for a more or less remote future is opposed making the 
most of the opportunities of present life; to static aims and materials is opposed 
acquaintance with a changing world. (p. 5-6) 
 
Salient aspects of Dewey’s educational environment are central to constructivism: 
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shifting from teacher based to learner based education, learning through experience, 
expression and cultivation of individual identity, and the acquiring of knowledge that is 
vital to the learner. This type of learning environment has been the subject of more 
current music education research. 
In The Culture of Education Bruner noted that constructivism was implied in all 
of his description of education. Bruner made his claim on constructivism in education 
explicit in adding: 
The “reality” that we impute to the “worlds” we inhabit is a constructed one. To 
paraphrase Nelson Goodman, “reality is made, not found.” Reality construction is 
the product of meaning making shaped by traditions and by a culture’s toolkit of 
ways of thought. In this sense, education must be conceived as aiding young 
humans in learning to use the tools of meaning making and reality construction, to 
better adapt to the world in which they find themselves and to help in the process 
of changing it as required. In this sense, it can even be conceived as akin to 
helping people become better architects and better builders. (p. 20-21) 
 
Bruner (1996) described two universals of identity within constructivism: agency 
and evaluation. Regarding agency, Bruner said that, “Selfhood, most students of the 
subject believe, derives from the sense that one can initiate and carry out activities on 
one’s own” (p. 35). Regarding evaluation, which Bruner described as a “ubiquitous 
feature of selfhood” and postulated:  
Not only do we experience self as agentive, we evaluate our efficacy in bringing 
off what we hoped for or were asked to do. Self increasingly takes on the flavor of 
these valuations. I call this mix of agentive efficacy and self-evaluation “self-
esteem.” It combines our sense of what we believe ourselves to be (or even hope 
to be) capable of and what we fear is beyond us. (p. 37)  
 
Bruner expanded on the idea of identity construction within a constructivist 
educational context: 
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What characterizes human selfhood is the construction of a conceptual system 
that organizes, as it were, a “record” of agentive encounters with the world, a 
record that is related to the past (that is, “autobiographical memory,” so-called) 
but that is also extrapolated into the future self – self with history and with 
possibility. It is a “possible self” that regulates aspiration, confidence, optimism, 
and their opposites. While this “constructed” self-system is inner, private, and 
suffused with affect, it also extends outward to the things and activities and places 
with which we become “ego-involved.” (p. 36) 
 
Constructivism and Music Education  
What does constructivist theories of learning look like when applied to music 
teaching? Allsup (2003) engaged in a study of social learning in an instrumental setting 
that focused on creativity, self-expression and cultural relevance. In a challenge to 
normative instrumental music education instrumental players were given opportunities to 
create new music that was culturally meaningful and self-reflective in small-group music 
making in the form of mutual learning communities. Allsup challenged the disconnection 
between school music and what he calls the “private musical world” of the student as a 
false dichotomy of so-called opposing cultures. The author suggested the possibility in 
band programs of a workable space where students and educators could come together to 
share and create music (p. 25). Allsup adopted a collaborative teaching environment that 
was interdependent in nature emphasizing a dialogic relationship that is not authoritative 
but democratic. Freire (2006) described this environment as one of “communication and 
intercommunication among active subjects who are immune to the bureaucratization of 
their minds and open to discovery and to knowing more” (p. 99). “Teachers maintain a 
certain level of authority through the depth and breadth of knowledge of the subject 
matter that they teach” (Freire, 1995, p. 378).  
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Allsup focused primarily on the group composition process, informing the 
students that he did not intend to measure artistic production, attitude, or aptitude. 
Multiple approaches were used for data collection: philosophical inquiry, collaborative 
inquiry, and participant observation. Allsup noted that collaborative inquiry (Bray, 2000) 
has two facets: (1) “the participation of informants in the design and implementation of 
the study and (2) reflection and analysis of experience by all involved” (p. 29). Allsup 
found that the selection of genre implied working within the traditions that governed its 
creative process. A jam band adopted the traditions of popular music making which had 
both positive and negative repercussions. Improvisation allowed from greater community 
in gathering different ideas from the students. It also presented a problem due to the 
inequity of skill and experience between the players in this type of garage band scheme. 
A second group adopted a classical music model that functioned within a predetermined 
structure where ideas regarding form, tonality, historical style, orchestration, tempo, and 
language were debated at the outset. In this setting musical ideas were not generated 
collectively but notated individually outside the class. Allsup noted, “On paper, musical 
ideas tended to become fixed and self-conscious. This in turn seemed to inhibit not only 
the work’s evolution, but the group’s development” (p. 32). One of the students framed 
the teacher-student relationship in this study:  
…you were a teacher in a different way, like a teacher as in a friend who teaches 
you something, more than a teacher who is assigned to teach a whole big group 
something they might or might not care about, I mean, you cared deeply about 
this. (p. 35) 
 
Dvorin-Spross (2005) conducted a study in which university students utilized 
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their own childhood experiences and community music as a foundation for constructing a 
praxis for children. Repertoire development was identified as a fundamental instructional 
objective. Ethnographic techniques were employed to capture formative musical 
situations that students had experienced. By interviewing other students, a social 
awareness of the diversity of childhood music background revealed a complex cross 
section of songs, and of musical practice: rhythmic movement and chant figured heavily 
in the musical expressions that students collected. The author found, “Personal childhood 
musical experience is an appropriate foundation for the construction of a socially situated 
critically reflective praxis for musicking with children” (p. 175), and that learning-
centered experiential approaches are fitting for instructional situations where the locus for 
learning in the classroom extends beyond the classroom. The curriculum of the class was 
designed “to tap into student’s own ways of knowing and sociocultural values in such a 
way that students would feel empowered to apply their constructed knowledge in lifelong 
musicking…” (p. 176). 
Keast (2004) studied an online activity for graduate music education students 
where constructivist techniques were used to discover how successful the students were 
in constructing knowledge regarding the assigned content. Regarding online learning, 
Keast affirmed Alley and Jansak (2001) by suggesting that while knowledge is 
constructed, learning is more effective if a student can take responsibility for their own 
learning, student motivation is a strong determinant for success in learning, that higher 
order learning requires reflection, and that learning is spiral and “messy.” In the activity, 
which was web-based, learners constructed their own knowledge based on interaction 
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with primary sources and utilizing search engines to conduct their research rather than 
relying on an educator to deliver course content through lecture or direct instruction.  
In an ethnographic study, Jaffurs (2004) focused on the environment that students 
create when making music that is meaningful to them. The informal and formal learning 
dichotomy was explored and the author reflected on lessons of informal music learning 
practices and the implications for classroom learning. Jaffurs framed the dichotomy using 
Green’s (2002) definition of formal music education as a system that consists of 
“educational institutions from primary schools to conservatories, partly involving or 
entirely dedicated to the teaching and learning of music” (p. 4). Jaffurs explains in 
comparison to formal music education informal music practices are “natural and 
spontaneous responses to music” (p. 192). Through observations, interviews, and a think-
aloud protocol, Jaffurs found that “school can be a place where positive musical identities 
are established, but not if students believe that the musicians they are in school are 
different from the musicians they are in their garage” (p. 198). The informal music 
environment is not about “what will help them learn, it’s about what music is, it is their 
culture, every day, it is what is cool and what their brothers and sisters listen to. They 
love and enjoy music” (p. 199). Jaffurs provides a clear picture of an inclusive 
constructivist environment from the learner’s side:  
The learning is incidental, yet meaningful. Members transmit learning easily, the 
context is fun, the students want to be identified as musicians in the culture, and 
membership is ageless. I witnessed a group of intently serious musicians, fixing 
mistakes, helping each other, and not accepting someone’s inability to accomplish 
the task. (p. 199) 
 
Ruthmann (2008) studied the interaction between a teacher and a student in a 
  
60 
qualitative case study of learning and teaching in a music technology lab. The study 
focused primarily on the teacher’s feedback that was offered during the classes. 
Ruthmann found the student was self-motivated in applying musical knowledge toward 
the creation of a film soundtrack; however, in the process of scaffolding the teacher 
violated ‘learner agency’ (Blair, 2006), never addressing the student’s intent regarding 
the composition. Ruthmann found that nearly all of the teacher’s feedback “was geared 
toward teaching and improving the composition through the imposition of her own 
interpretation and musical ideas, rather than helping the student express her 
compositional intent” (p. 51). The teachers comments, rather than helping the student 
find her own voice, were geared toward having the student conform to common musical 
conventions. Ruthmann felt the main insight gained through reviewing these interactions 
was that “teachers should first ascertain the student’s reason for asking them to provide 
feedback” (p. 53). Rather than assuming the role of ‘teacher’ and ‘expert’, I propose to 
pursue the role of ‘guide.’ 
 An aspect of constructivism is the construction of meaning for the student from 
within their educational context. Ruthmann cited Wiggins (2003) regarding the need to 
focus on starting a discussion with a student regarding a piece “in a place that is most 
meaningful to them” (p. 153). Wiggins suggested how those meaningful places can be 
found: 
1. Look at student work contextually and respect the complexity of its 
contextuality; 
2. Respect what students bring to the situation, including their musical and social 
expertise; 
3. Learn to interpret student work through the meanings that students intend; and 
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4. Respect and value student perspectives on their own work. (p. 162) 
 
Inclusionary practice is central to a constructivist setting. Calkins (1994) created a 
set of inclusionary questions regarding the process that are helpful to this study: 
1. Can you tell me about how you wrote this? 
2. How is it going? 
3. What problems have you encountered while writing this? 
4. When you read over your text, how do you feel about it? If you were to lay 
out all your finished drafts and then sort them into piles of ‘very best,’ ‘good,’ 
and ‘less good,’ which pile would this be in? Why? 
5. What are you planning to do next? If you were going to do more with this 
piece, what might you do? 
6. What kinds of writing are you trying to do? Do you have a sense of how you 
want your writing to be in the end? 
7. How long have you been working on this draft? 
 
These questions are helpful to this study as questions aid the students in reflecting 
on their work and in constructing their knowledge regarding the songwriting process. 
Calkins formulated the questions to highlight aspects of student’s processes of 
composition rather than solely on the product and focus on the student-as-composer or 
the student’s cognitive processes rather than the student’s composition-as-product (p. 54). 
Ruthmann suggested that by finding out as much as possible regarding what the student 
intends and would like help with, instructors are able to build trust and best address how 
students should proceed towards improvement in their work. Webster (2011) cited 
examples of constructivist teaching process of teachers who were motivated by a desire 
to teach for a deeper understanding. 
The constructivist environment outlined in this section would suggest the learning 
environment be based in helping the learner build their knowledge through experience 
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and reflection. How might this type of environment help students build their knowledge 
and skill in the songwriting process? How might music education instructors create this 
type of environment? This is in tension with how students coming from an evangelical 
epistemology might approach the songwriting process, as well as what values and 
meanings they gain from that processes. How does constructivism and evangelicalism 
conflict and buttress one another in a songwriting class? 
Meaning-Making in Narrative 
 Exploring meaning within songwriting is central to this study in response to the 
question why should songwriting be taught. Narrative is a means of constructing and 
presenting meaning. Barrett and Stauffer (2009) note two distinct shifts in narrative 
perspective:  
first, a shift from a view of narrative as “story,” to encompass one of narrative as 
simultaneously storied presentation, representation, and meaning-making process. 
The second shift in perspective requires narrative inquirers to re-consider their 
roles as researchers and to reflect upon their inquiry dispositions and the set of 
values and beliefs that are brought to the inquiry process. And just as narrative is 
a term that has served many uses, narrative inquiry has come to mean a range of 
things as it stems from varying scholarly traditions. (p. 10)  
 
In using narrative as a research method the story of participants is written for the 
purposes of finding answers to the research questions regarding the value of songwriting, 
meaning in songwriting, and strategies that were used by participants. This narrative is 
more than simply writing a story about participants and moves beyond into the storying 
of the songwriting process by the participants. 
Tedlock (2000) addressed discovering meaning in narrative research where the 
human being becomes, “the object and subject of their inquiry, exists in multiple strata of 
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reality, which are organized in different ways. The realm of meaning is emergent from 
the material and organic strata rather than a product of them” (p. 471). 
 Social being, moral agent, and responsible citizen of a shared community: The 
songwriting survey class that is the focus of this study is situated in a music and worship 
school where songs are valued as powerful entities. The product – praise and worship 
songs - are seen as motivators toward moral living, the stimulator of feelings of desire for 
God, and communicators of a canon of truth and as Judeo-Christian celebration of life 
and moral values based in the life and the work of Jesus Christ.  
Narrative serves as a mode of thinking and a structure for organizing knowledge 
surrounding songwriting (Bruner, 1996). The purpose for narrative in this study is to 
provide alternate accounts of why, when, where, and how people engage in the 
songwriting process and the learning of the songwriting process. My hope is to prompt 
readers to consider ways in which people can engage in music through songwriting and to 
“attend to the tensions that underlie the surface” (Barrett & Stauffer, 2009, p. 3) of the 
songwriting experience. Through their stories, participants construct their musical 
understanding and make meaning of the songwriting experience.  
Songs have been identified as being narrative in function (Kumm, 2013; Negus, 
2012; Nicholls, 2007; Neal, 2007). Through songwriting, as with narrative, each 
participant makes meaning of life experiences. Negus (2012), for example, suggested that 
popular songs are one of the most pervasive forms of narrative (p. 395). Through their 
stories songwriters in this study explore meaning in their lives through the songwriting 
process and describe the strategies they use in their songwriting.  
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Chapter Summary 
 In this chapter, I provided an exposition situating songwriting in the larger 
movement of the democratization of music education within three domains: narrative, 
creativity, and constructivism. Types of creativity were explored with implications 
regarding songwriting arriving at a model from Kaufman and Beghetto (2009). I explored 
the literature concerning the phenomenon of songwriting, defined as “a musical 
composition intended or adapted for singing” (Levitin, 2008, p. 8), as it intersects with 
teaching and learning, and specifically with the value and meaning of songwriting within 
evangelicalism and music education. Several models of songwriting and composition 
pedagogy were reviewed. Renewed interest in the democratization of music education as 
part of education is the desire to make the opportunity of music education available to 
everyone (Abramo, 2010; Allsup, 2007; Reimer, 2009; Bowman, 2005; Elliot, 1995). 
Studies in the use of music technology inform this study regard possible strategic ways in 
which technology may be used in songwriting (Dorfman, 2006, 2013; Tobias, 2010, 
2012, 2013, 2014; Williams & Webster, 2006).  
Few studies have focused specifically on songwriting with undergraduate students 
(Tolley, 2008; Kratus, 2007). Studying how undergraduates approach this process will 
diversify the literature on songwriting and composition. Songwriting is valuable and 
meaningful to people who engage in the process. It is valuable personally and culturally 
(Impett, 2009; Campbell, 1998), and musically and extramusically (Kratus, 2012; 
Hickey, 2009; Sapp, 2002). While studies of evangelical worship music emphasize the 
value of songs in congregational worship (Ingalls, 2008) and the influence of 
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contemporary music within current evangelical worship (Schaeffer, 2012; Gormly, 2003) 
there is an absence of literature that addresses the songwriting process among 
evangelicals. Songwriting is a vehicle by which songwriters can express meaning (Cross 
& Tolbert, 2009) and make sense of life experiences (Campbell, 1998; Hickey, 2009; 
Younker, 2009). In similar fashion, songwriting has value within evangelicalism as not 
only a vehicle where meaning is expressed but also in making sense of spiritual 
experience. What meaning, if any, are students at an evangelical university able to make 
in the process of songwriting. What significance do those meanings have for them?  
Constructivism forms the theoretical framework for this study and is the learning 
model in which the course is taught. Narrative is the approach used in this research. 
Participants’ stories will be retold from the crossroads of these epistemologies regarding 
songwriting; the value, the meaning, and the strategies. Through narrative the experience 
of the participants with songwriting and learning songwriting is storied with the purpose 
of yielding information for music educators, evangelicals, and songwriters. This study 
will resonate with the way in which participants explicate how they made sense of the 
songwriting process and the strategies they used. More than simply writing a story about 
participants, this narrative moves beyond into the storying of the songwriting process by 
the participants (Webster & Mertova, 2007; Barrett & Stauffer, 2009; Connelly & 
Clandinin, 1990; Hammersley, 1992).  
In the following chapter I set forth the methodology that was used to address the 
research questions. What methodological techniques may make these answers to these 
questions "observable?"  
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CHAPTER 3 – METHODOLOGY 
Introduction 
The purpose of this qualitative instrumental case study was to explore the creative 
process of songwriting at the undergraduate level. Participant narratives were analyzed 
for meaning making within songwriting, whether the songwriting process held value for 
them, and what strategies they utilized in their songwriting process. 
The research questions are: 
1. How, if at all, did participants’ characteristics and backgrounds impact 
their perceptions of songwriting? 
2. What, if at all, did students find valuable about the songwriting process?  
3. What meanings, if there were any, emerged from the songwriting process? 
4. What songwriting strategies emerged through the process? 
I will outline the method of research used to study the songwriting processes of 
undergraduate students. In this chapter, first, I describe the procedures for the research 
design. Second, I explain the site where the study was done and the course that was the 
focus of this study. Third, I provide a description of how participants were chosen. Fourth, 
I explain why and how data were collected. Finally, I describe data analysis. 
Research Design 
Narrative as Research Method 
Narrative was used as the method to research the research questions. Narrative 
can be seen as derived from constructivism. Xu and Connelly (2010) described narrative 
as “based on story and the subsequent construction of narratives of participant 
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experience” (p. 355).  
 Narrative is a “shared relational work” between the researcher with the researched 
(Barrett & Stauffer, 2009, p. 11). Connelly and Clandinin (1990) suggested that narrative 
becomes a work that “leads to collaborative stories, where the researcher is no longer the 
‘scribe’ of others’ experience, but a ‘story-teller’ and ‘story-liver’ alongside research 
participants (p. 12). Brodkey (1996) situated narrative within a poststructural mindset and 
claimed that it is impossible for a researcher to be objective, and that every researcher 
and research study is subjective and influenced by multiple discourses. The idea of 
bracketing in order to become an outside objective observer is suspect and loaded with 
political overtones.  
 Narrative is particularly useful within this study to address the complexity of 
songwriting not as separate from real life, but as “forming meaningful connections to that 
life” (Webster & Mertova, 2007, p. 3). Webster and Mertova added: 
We select those elements of experience to which we will attend, and we pattern 
those chosen elements in ways that reflect stories available to us. Narrative is not 
an objective reconstruction of life – it is a rendition of how life is perceived. As 
such, it is based on the respondent’s life experience and entails chosen parts of 
their lives. (p. 3) 
 
Similarly, Hammersley (1992) found that through ethnographic methodology, 
better than any other approach, the researcher is able to better understand the beliefs, 
motivations, and behaviors of the participants. The close interaction with students from 
the songwriting survey class in their everyday lives becomes the fertile soil where data 
regarding their beliefs, meanings and values of songwriting can be gathered for analysis.  
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Definitions of Narrative 
 Barrett and Stauffer (2009) explored narrative with regard to music education and 
prescribed narrative as “troubling certainty” (p. 3). Their description of troubling 
certainly explored the tensions within narrative: 
Whilst the notion of “troubling” suggests a desire to agitate, to disturb, or to 
disrupt, our use is less antagonistic. Rather, it is to provide alternate accounts of 
why, when, where, and how people engage in music experience and learning and, 
in that process, to prompt our readers (music education practitioners and theorists 
in school, tertiary education, and community settings) to consider other ways of 
engaging with people in and through music. In doing so, we hope to make a space 
in the discourse of inquiry in music education, one in which “troubling” may give 
pause for thought and prompt the community to consider the many ways in which 
we know and come to know. “Troubling” in this sense becomes a means to 
prompt “wide awakeness,” a concept Maxine Green (1995) employs to prompt 
educators to look beyond the familiar, to attend to the tensions that underlie the 
surface of experience and to consider the ways in which we may come to 
understand alternative accounts of the ways in which lives are lived and storied in 
and through music and education. (p. 2) 
 
This description is helpful within this study as I looked for ways in which participants 
came to know the songwriting process as a holistic attending to the underlying tensions.  
Jorgensen (2009) posited the merits of narrative within music education as having 
a moral contribution to society in saying: 
Narrative inquiry may be particularly accessible to music teachers, and it 
demonstrates ways to do scholarship that are significant and relevant to the 
thought and practice of music education and shows how scholars can contribute 
toward creating a more civil and cultured society. And these special obligations to 
the field of music education are likewise applicable to scholars across the gamut 
of research traditions in the field. (p. 79)  
 
The “analysis” in qualitative studies is based on a form of coding that takes place 
in the coding process (Saldaña, 2009). Analysis occurred during the writing of the 
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narrative of this study. Barrett and Stauffer (2009) explicated the process of analysis in 
narrative: 
Listening to each other’s stories to know that we are not alone (if that is what we 
are doing) may be a necessary (if somewhat selfish) proposition and even a 
condition of being human, but it is not (yet) inquiry. The “turn” – what makes an 
account a narrative inquiry rather than a story – is one’s willingness not only to 
look for connection and consonance, but also to recognize that different 
perspectives, voices, and experiences exist and can inform. (p. 2) 
 
In the coding process I identified both connections and dissonances to bring reliability to 
the restorying process. 
Connelly and Clandinin (2006) expressed the centeredness of story in the 
narrative process in saying “Story is the portal by which one’s experience of the world is 
interpreted and made personally meaningful” (p. 477). Meaning making was explored 
within each of the participants’ stories.  
Barrett and Stauffer (2009) go on to explain the process of arriving at meaning: 
 
 As narrativists we listen to story (as does the ethnographer), we listen for story 
(as does the portraitist), and we listen in and through story to find meaning, to 
experience resonance and troubling, and, ultimately, to prompt further 
consideration of what it might be to be “wide-awake” in and through music. (p. 3) 
 
Although narrative is relatively new in the social sciences and applied fields, it 
has a long tradition in the humanities (Chase, 2011; Barrett and Stauffer, 2009). Through 
analysis of signs, symbols, and the expression of feelings in language narrative “validates 
how the narrator constructs meaning” (Marshall & Rossman, 2006 p. 118).  
Bruner (1996) felt that narrative was a mode of thinking involving a sequence of 
events (p. 121). Bruner explained narrative as both “a structure for organizing our 
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knowledge, and as a vehicle in the process of education….” (p. 119). Stories are 
constructed as a part of the process in both narrative (Chase, 2011; Cleaver, 2009) and 
Constructivism (Bruner, 1996; Fosnot, 1996, 2005), and in the process of songwriting 
(Hickey, 2009; Green, 2002; MacDonald, et al., 2009). McCarthy (2007) suggested that 
the work of narrative is what people engage in “as they construct selves within specific 
institutional, organizational, discursive, and local cultural contexts” (p. 107). Clandinin 
and Connelly (2000) found that identity is formed through the process of writing 
narrative, as the writer found herself in a three-dimensional space, “using a set of terms 
that pointed them backward and forward, inward and outward, and located them in place” 
(p. 54). I analyzed stories for the ways in which participants organized their thoughts 
regarding their experience through narrative regarding songwriting and the songwriting 
survey class.   
Songwriting is a form of self-disclosure whether the song is biographical in nature 
or not. Through the choice of various aspects including prose, theme, rhythm, melody, 
and harmony, songwriting identities are constructed and revealed. Whether intentional or 
subconscious the selection process in songwriting draws on subtexts from the storied 
lives of songwriters. Back-stories that are the constructions from which lives are built are 
avenues into meaning and value for songwriters.  
Narrative Analysis 
I chose narrative within qualitative research to convey to the reader the experience 
of the undergraduate participants in songwriting. Creswell (2013) noted that, “narrative 
research has many forms, uses a variety of analytical practices, and is rooted in different 
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social and humanities disciplines” (p. 70). For this study narrative is the method of 
analysis and reporting. As a method, narrative researchers collect stories from individuals 
about individuals’ lived and told experiences (Stauffer, 2014; Creswell, 2013; Riessman, 
2008). Narrative stories are gathered through different forms of data: through interviews, 
informal conversations, journals, and observations (Stauffer, 2014; Creswell, 2013; 
Riessman, 2008).  
Narrative stories are analyzed in varied ways. Stauffer (2014) found narrative 
scholars had used three approaches for analyzing data: (1) parsing and coding, (2) reading 
the data and writing and rewriting to deepen understanding, and (3) a combination of 
these approaches. Stauffer suggested, “Regardless of approach, interpretive processes are 
neither ready-formed nor linear, but rather invented within the context of each study and 
comprised of multiple recursive moves between data, work in the field, literature and 
theory, and writing” (p. 179). For this study the analysis involved recursive moves 
between the data, field notes, and literature, and is thematically based on what 
participants said in interviews and conversations, or wrote in journals and songs 
(Stauffer, 2014; Creswell, 2013; Riessman, 2008).  
Creswell (2013) explained the methods of narrative study do not follow a 
“lockstep approach” (p. 73) but represent informal topics suggested by Clandinin and 
Connelly (2000). These topics include: 
• Selecting individuals who have stories or life experience to tell, and spend 
considerable time with them gathering narratives through multiple types of 
information. 
• Considering how the collection of the data can take shape. 
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• Collecting information to situate the stories within the participants’ personal 
experiences, their culture, and their historical contexts. 
• Restorying the participants’ stories into a framework that makes sense. 
• Collaborating with participants by negotiating relationships, smoothing 
transitions, and providing ways to be useful to participants, negotiating the 
meaning of the stories, and having a validation check to the analysis. (p. 74-75). 
 
Creswell added: 
In the end, the narrative study tells the story of individuals unfolding in a 
chronology of their experiences, set within their personal, social, and historical 
context, and including the important themes in those lived experiences (p. 75).  
 
In this study I have used “narrative analysis” as delineated by Daiute and 
Lightfoot (2004):  
As a metaphor, narrative analysis involves explaining psychological phenomena 
as meanings that are ordered from some theoretical perspective, like that of a 
storyteller, and consist of information and comments about the significance of that 
information” (p. x).  
 
This description of narrative analysis is useful in suggesting that meaning can be 
made from the information that is gathered regarding songwriting. The research question 
regarding meaning making was addressed through the storied narratives of participants 
and the researcher findings to follow in Chapter 13. Through analysis of students’ 
narratives from interacting with them in interviews and informal conversations, I 
restoried, in descriptive narrative, the meanings, values, and strategies undergraduate 
music majors expressed regarding the songwriting process. 
Narrative epistemology. 
 Respectfulness in narrative is rooted in multiple ways of knowing. Barrett and 
Stauffer (2009) proposed that narrative be  
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thoroughly rooted in the epistemological groundings of narrative as research. 
Narrative inquirers accept as a fundamental premise that multiple realities, 
multiple ways of knowing, and multiple ways of coming to know exists. Knowing 
is locally, socially, and temporally situated; knowledge is provisional and 
complex. More than honoring the voices of past participants or telling their 
stories, narrative recognizes that what and how each person knows has worth, 
merits space and time, and has the potential to inform. And it is this “recognition 
that is humanizing” (Hooks, 2003, p. 103), respectful, and a hallmark of resonant 
work. (p. 22)  
 
Narrative affirms the voices of the participants in having them tell their stories 
within the context of the classroom experience. Their stories are built from life 
experience centered in their sense of reality and the ways in which they assemble 
meaning. Participant views and ways of knowing bring light to the value of songwriting 
to them within their context. Hearing how they cobble together meaning within their 
songwriting and from their songs is valuable to music education, to musicians, to 
songwriters, and to worship leadership. This study will resonate with the way in which 
participants explicate how they made sense of the songwriting process and the strategies 
they used.  
Site  
Freeman University 
The study took place at “Freeman University,” a pseudonym for a large private 
evangelical university in the southeastern United States. The mission of the school is to 
develop “Christ-centered” men and women with values, knowledge, and skills in line 
with Christian teaching considered essential to impact their world. The school advertises 
more than 390 resident faculty members, more than 60 areas of study at undergraduate 
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and graduate levels, NCAA Division I athletics, and an exciting social activities calendar. 
Students are drawn from 50 states and 95 countries, with 20 percent of the student body 
representing minorities and international students.  
At Freeman University the songwriting specialization requires sixteen credit 
hours of a combination of three classes in songwriting and six hours of private lessons in 
songwriting in addition to the standard general education classes and a core of music and 
worship classes. The capstone event for the songwriting specialization is a “songwriter’s 
showcase” in the final semester of study, which is a performance of a minimum twenty 
minutes of original songs in various styles. To enter the songwriting specialization a 
student must apply in their third semester of study and be accepted based on an audition.  
The Course Information 
The course and study took place in an iMac music lab at Freeman University that 
was installed in 2009, then moved to another building and reinstalled in 2012. The lab is 
regularly maintained and each of the students had a dedicated workstation with which to 
compose, if they chose. The workstations were outfitted with Finale notation software, 
Garageband, Logic Pro, and Pro Tools recording software, the Internet (especially for 
literary references: rhyming helps and thesaurus), and Microsoft Office. During the 
lectures given by me as the instructor, students used notebooks, iPads, iPhones, personal 
laptops, and classroom computers to take notes. The site was appropriate to this study due 
to the teaching workstation and DAWs for demonstrations regarding the songwriting 
process. The teaching workstation provided a visual and audible platform where 
examples of songs and songwriting were easily explored and illustrated, and scaffolding 
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for the praxes presented. The students were able to draw from a host of tools during their 
songwriting praxes each week, including online resources (references: dictionaries; 
synonym and antonym dictionaries; thesauri; word finders,) audio generators (digital 
keyboard, guitar, loops, percussion effects, and other sounds played in by MIDI 
keyboard). They also used various personal devices including iPhones, iPads, and other 
personal tablet devices with various software (e.g. keyboards, loop generators) to record 
and to provide immediate feedback for participants to hear what they were creating.  
The setting for this study provided a location for both constructivism and 
narrative. I used a constructivist framework where participants were able to construct 
their own knowledge (Webster, 2011) in songwriting during the praxes; knowledge that 
was perhaps meaningful and valuable within their specific intersubjective contexts. The 
setting provided a place for the three-dimensional narrative space of temporality, 
sociality, and place (Clandinin & Johnson, 2014). It allowed for the construction of 
narratives as relationships were developed with participants during the temporality of the 
study from which they constructed their stories, and from which I was able to retell their 
stories (Clandinin & Johnson, 2014). Through conversations, also known as interviews 
(Clandinin & Johnson, 2014), stories were constructed regarding participants’ past 
backgrounds, their current experiences in songwriting during the semester, and their 
hopes for the future (Clandinin & Johnson).  
Elliot (2009) suggested that engaging all music students in composing-and-
listening would help in developing musicianship and listening. Elliot emphasized that 
music making of all kinds “should be at the center of the music curriculum” (p. 7) and 
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outlined the relationship between lectures and music making praxes: 
Lectures about music and recordings of music should be included in music 
teaching situations in such a way that they weave continuously in and out of a 
teacher’s ongoing efforts to empower students to make music well – to perform 
and improvise, and to compose, arrange, and conduct as frequently as possible. (p. 
7)  
 
My intent for the class is to empower each of the students through both the study of the 
songwriting process and the firsthand experience with the songwriting process. 
Participant Selection 
The participants were a convenience sample (Creswell, 2013) from a potential of 
20 undergraduate students studying music and worship who were in the songwriting 
survey class. Permission was sought from the Freeman University administration 
(Appendix D) where the research was carried out. In concordance with IRB regulations, 
each of the participants completed a participant consent form prior to their inclusion in 
this study that was administered by a graduate assistant who was not involved in the 
research. Of the potential 20 participants who enrolled in the course, 11 ultimately 
completed the required interviews and journals. After I analyzed the themes, 7 of the 
participants’ were chosen because their stories had both similarities and differences in 
their experiences with the songwriting process. The similarities helped in determining 
common themes while their differences gave dimension to the narratives regarding 
meaning, value, and strategies. The pseudonyms of the final group of participants were 
Denzel, Ruth, Rose, Allan, Rylynn, Jake, and Garrick.  
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Data Collection 
Data were gathered over the 14-week Fall 2012 semester of classes using 
qualitative data collection techniques from participant observations, semi-structured 
interviews, informal conversations, participant journals, artifacts in the form of songs the 
students create during the semester, and a researcher’s journal written throughout the 
semester in reflection.  
The interplay between lecture and praxis is vital to this study where each week a 
lecture is given regarding an aspect of music history and its effect on songwriting and the 
application of a corresponding aspect of songwriting in the praxis that week. The praxes 
and conversations provided a place where I was able to come alongside participants 
during their experiences in songwriting. The participant journals were a place where 
students reflected on their work, which added to my field texts (data) (Clandinin & 
Johnson, 2014). The weekly journals also provided a place where I was able to provide 
constructivist comments and questions to stimulate further growth in their ongoing 
songwriting work (Webster, 2011). Artifacts that were collected from the students each 
week, and eventuated in their song projects added to field texts and material on which to 
further construct stories (Clandinin & Johnson, 2014). The artifacts included audible 
performances of praxes exercises and their written counterparts; the song project rough 
drafts, and the final song project audio demos, lead sheets, and analyses.  
Observations 
I conducted participant observations during each of the praxes. Because I was 
acting as a participant observer, each of the praxes was video recorded and reviewed as 
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part of the analysis of the data. The observations were captured on video and written up 
longhand in field notes (Clandinin & Connelly, 2000), and transcribed soon after the 
praxis each week. I used a Kodak Zi10 PlayTouch Camera to record the praxes digitally. 
The video was transferred to an external hard drive dedicated to this study. 
Interviews 
Interviews, which are the primary working methodology of narrative (Mishler, 
1986), were conducted at three chronological points along the fourteen-week time frame 
of the songwriting survey course. By placing the three interviews at different times 
during the semester the participants were able to story and restory their experiences with 
songwriting. These interviews were open-ended with the intent to capture the 
participants’ views of songwriting and the learning process and how they made meaning 
of their own cognitive processes in songwriting in their own terms (Brenner, 2006, p. 
357). Semi-structured interviews allow the researcher to engage with the participant. 
Brenner noted that semi-structured interviews give a participant “the space to express 
meaning in his or her own words and to give direction to the interview process” (p. 357). 
During the interviews, I asked questions regarding the research questions but also 
allowed the participants to direct the conversations into areas they were drawn to. The 
first interviews (Appendix A – Interview Guide Questions) took place week 4 & 5, the 
second interviews (Appendix B - Interview Guide Questions) week 8 & 9, and the third 
interviews (Appendix C - Interview Guide Questions) week 14 & 15.  
 The interviews were audio recorded to capture the full interchange between the 
participants and myself. I transcribed the audio recordings using HyperTRANSCRIBE 
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software. In the process of transcription, I chose to capture the language of the 
participants as carefully as I could. I used a technique of transcription where my goal was 
to capture the nuances of the conversations as accurately as possible. While language is a 
large part of songwriting, the focus of this transcription technique was not on the 
assessment of proper language skills but the capturing of the natural language of the 
participants. Described as “naturalized transcription” in the literature (Oliver, Serovich & 
Mason, 2005, p. 1273), the desire is to keep the statements and writings of the 
participants as close to their original language usage to provide more of the context and 
meaning to the reader. Through interviews, journals, and assignments, participants 
exhibited vernacular usage typical to their culture and region.  
The reason for the transcription method I chose was to help the reader hear, as 
closely as possible, the way in which the participant used language in creating their 
stories. I used apostrophes to capture a dialect if there was one present to add another 
dimension to the dialogue data. I used ellipsis to capture the time that elapsed between 
segments of prose, rather than as indication of missing dialogue. Where there are two 
dots there was a definite but brief pause. I used three dots to indicate when there was a 
larger pause. Brackets [ ] were used to describe action when it occurred in the dialogue. I 
used capital letters when their volume increased and when their delivery became forceful. 
In this age of social networking capitals are accepted as shouting which is the affect that I 
have endeavored to capture using capital letters.  
Capturing the way participants told their unique stories seemed more in keeping 
with an authentic narrative tone. Lemley and Mitchell (2012) suggested that this type of 
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raw narrative allows the reader to draw their own conclusions before seeing others’ 
interpretations (p. 219). I felt that overt editing would flatten out the color of the 
participants’ language, the same language they used in creating their lyrics during the 
songwriting process. I felt the unique character of the language the participants used in 
storying their songwriting aids the reader in understanding the value they placed on 
songwriting from their perspective, the meanings they found in songwriting, and the 
strategies they used in songwriting.  
Informal Conversations 
There were also opportunities for informal discussions with the participants. 
There was a twenty-minute break between classes during which time I was able to come 
alongside students in informal conversational dialogue in an effort to discover more 
personal information regarding their backgrounds, songwriting experiences, and their 
ideas regarding songwriting in association with their lived experience. Through the 
sociality lens of narrative I explored the personal and social conditions revealed 
throughout the study. I looked for ways in which the place commonplace impacted the 
process of songwriting and the lives of the songwriters (Clandinin & Connelly, 2000). 
My studio is near the classroom where the songwriting survey was held and was open for 
students to visit during regular office hours. I made an effort to engage each student, to 
learn about their unique background and context, to discover why they write songs, and 
to unearth their expectations for themselves in songwriting. I wrote my field notes soon 
after conversations in reflection on emerging themes. 
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Participant Journals 
The participants composed online journal entries each week throughout the 
semester. Students were required to enter the journal following the Thursday afternoon 
praxis before Friday at 11:59 PM. A journal area was created within Blackboard® 
software, which was used at the university for assessment purposes, that students could 
access at any time with any digital device. The journals were required to encourage the 
participants’ self-reflection regarding their experience in the songwriting process 
(McCoy, 1999). The purpose of the journals was to capture the participants’ reflections 
on the process, on their organizational strategies within the temporally progressive class, 
and to add to the analysis regarding the meaning and value of songwriting and their study 
of songwriting, and the ways in which undergraduate music majors organize their 
musical thoughts, which I termed “strategies,” into songs.  
Student journals were a requirement for the course, whether or not they chose to 
be a participant in this study. They were asked to reflect on the lecture to help them to 
accommodate and assimilate the lecture material. They were asked to reflect on the praxis 
to reinforce the skill they practiced each week and reveal the strategies they used to solve 
the praxis songwriting problem. I commented on each journal in an effort to encourage 
their construction of knowledge in songwriting. At the end of the semester, I gathered the 
entire semester of journals and assembled them into one complete journal for each 
participant. I analyzed each of the journals and incorporated comments into the narratives 
that I had assembled from the interviews.  
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Artifacts 
 The artifacts that I gathered during the semester for this study were praxis 
exercises, the project proposal, the first draft, and the final finished song project. Norum 
(2008) suggested,  
Artifacts become data through the questions posed about them and the meanings 
assigned to them by the researcher. There is no one right way to analyze artifacts. 
A wide range of disciplines informs the analysis of artifacts, including 
anthropology, archaeology, art history, history, human geography, ethnography, 
and sociology. In the process of analysis, we are asking the data to tell us 
something (p. 24).  
 
The song project was the primary artifact that was collected and analyzed at the end of 
the semester. There were three parts to the song project: the proposal, the first draft, and 
the final draft. The proposal was used within the class to prompt students to plan and 
describe what they intended to create. The first draft, which was due the ninth week of 
class, was an effort to review their initial work and to offer questions and comments for 
them to consider as they constructed their songs. For the first draft, students were 
encouraged to submit written lyrics for comment. They could also include a form of 
music recorded or written out. For the final project, students handed in an analysis of 
their song, a lead sheet with melody, words, and chords indicated, and an audio demo 
recording of their song, which was played in class for their peers.  
Researcher Journal 
A researcher journal was also kept during the study. Journal entries were made 
concurrent with each week of the classes. The researcher journal was a collection of 
notebooks and digital journals best described as a bricolage (Denzin & Lincoln, 2011) 
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where I kept fieldnotes and general reflections, ideas, and informal analyses of the 
ongoing data collection. Denzin and Lincoln (2011) explained bricolage as: 
The interpretive bricoleur produces a bricolage; that is, a pieced-together set of 
representations that are fitted to the specifics of a complex situation. “The 
solution (bricolgage) which is the result of the bricoleur’s method is an 
[emergent] construction” (Weinstein & Weinstein, 1991, p. 161), which changes 
and takes new forms as different tools, methods, and techniques of representation 
and interpretation are added to the puzzle” (p. 4). 
 
This explanation of qualitative research was useful in guiding the iterative steps I took in 
going back and forth between data and reflection as I restoried the participants’ 
experiences in songwriting.  
Reliability 
 Narrative research is the study of stories (Polkinghorn, 2007). The general notion 
of validity in research is the believability of a statement or knowledge claim 
(Polkinghorn, 2007). The believability of a knowledge claim requires the gathering of 
evidence and the building of an argument based on that evidence to persuade readers 
(Polkinghorn, 2007). Polkinghorn (2007) described validity in the emerging method of 
narrative research:  
Given the complex and changing characteristics of the human realm, narrative 
researchers do not ask readers to grant validity to their claims only when they 
reach a level of near certainty about a claim. Readers are asked to make 
judgments on whether or not the evidence and argument convinces them at the 
level of plausibility, credibleness, or trustworthiness of the claim. Researchers, 
thus, should not argue for a level of certainty for their claims beyond that which is 
possible to conclude from the type of evidence they gather and from the attributes 
of the realm about which they are inquiring. (p. 477) 
 
The evidence in this study was the stories of the participants’ experiences with 
songwriting. The argument was presented in my restorying of the participants experience 
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to address questions regarding the value, meaning, and strategies constructed in their 
songwriting. I have provided many excerpts from the actual interviews in an effort 
toward plausibility, credibility, and trustworthiness and to establish the nature of the 
relationship I developed with my participants. I viewed the relationship between the 
researcher and the researched as a subjective collaboration gathering stories regarding the 
songwriting process. Pinnegar and Daynes (2007) suggested the relational nature of 
narrative as a turn from scientific objectivity: 
What fundamentally distinguishes the narrative turn from “scientific” objectivity 
is understanding that knowing other people and their interactions is always a 
relational process that ultimately involves caring for, curiosity, interest, passion, 
and change. (p. 29) 
 
This type of interaction of caring for, curiosity, interest, passion, and change are 
descriptive of the relational process I had with my participants in coming alongside and 
experiencing the songwriting process, listening to their stories, and retelling their stories. 
Researchers have questioned the claim of objectivity in narrative research 
(Clandinin & Connelly, 1990; Pinnegar & Daynes, 2007; Polkinghorn, 2007). Is it 
possible for a narrative researcher who has come alongside the participants to take an 
objective position in the restorying process? Pinnegar and Daynes (2007) argued against 
an objective position in narrative: 
The assumption is made that what is being studied has the properties of a “thing,” 
with an existence that is separate from and not connected to the researcher. 
Indeed, research is a neutral activity. Such a position denies human connectedness 
and growth. It fails to take into account the fact that researchers choose to study 
one thing rather than another and that just the facts of choice, curiosity and 
interest, without considering passion, caring, or insight connect the researcher in a 
nonneutral way to what is being studied. (p. 29) 
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With concern for validity, I have subjected this study to the external critique of 
other researchers, in an effort to establish the commensurability of the research claim 
with publicly accepted research practices (McNiff, 2007). I have endeavored to engaged 
with criteria suggested by Habermas (1984/1981) that the claim be made in truthfulness, 
honesty, and sincerity, and within a normative context.  
Reliability is the measure of whether a researcher has satisfactorily supported the 
claim that has been made in the study. Rather than using numbers as data, what 
distinguishes narrative is the understanding that all research is based on language whether 
it is the language of numbers or of words (Pinnegar & Daynes, 2007). Pinnegar and 
Daynes (2007) claimed, “narrative inquirers embrace the metaphoric quality of language 
and the connectedness and coherence of the extended discourse of the story entwined 
with exposition, argumentation, and description” (p. 29). The story of Colleen served as 
the exposition. Argumentation followed regarding the value, meaning, and strategies of 
the songwriting process. The findings were written as descriptive stories of the 
participants’ experiences with a final chapter of conclusions based on those stories. 
In narrative, the claim is made through analysis of stories and restorying of the 
data (Clandinin & Rosiek, 2007). The collaborative nature of this study between the 
researcher and the researched produced multiple streams of stories for analysis in an 
attempt to strengthen the claim (Pinnegar & Daynes, 2007): interviews, informal 
conversations, observation videos, student and researcher journals, and artifacts. In an 
effort toward reliability, I used a member check (Lincoln, Lynham, & Guba, 2011; Miles 
and Huberman, 1984; Orcher, 2005) after I had written the narratives to confirm the 
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stories I had constructed with the participants’ stories. I contacted the participants via e-
mail and gave them 30 days to review their story and return their corrections and 
revisions to me. After receiving their comments back I edited their stories.  
Ethical grounding. 
 Barrett and Stauffer (2009) addressed the need for ethical grounding, and 
described narrative as “resonant work.” They defined resonant work as having four 
qualities:  
…it is respectful, responsible, rigorous, and resilient. Further these four qualities 
are both symbiotic and obligate in narrative, meaning not only that they are 
present in the living work of narrative, but also that these qualities, as 
interdependent rather than autonomous acts and attributes, comprise an ethical 
grounding and imperative for narrative work. (p. 20)  
 
Barone (2000) used narrative as a form of educational research and regarded 
education as an “aesthetic project” where the teacher develops an ““empathetic 
understanding” of the “life-texts” (pp. 129-130) that students compose and live through. 
In striving for empathetic understanding, Barone suggested, we seek to develop a student 
who is an extension of the ethical model: “a social being, and a moral agent, a responsible 
citizen of a shared community” (p. 130).  
Data Analysis 
The process of analysis that I chose to use was a thematic investigation of the 
participants’ stories. Riessman (2008) described the process of thematic analysis in 
narrative as data “interpreted in light of thematics developed by the investigator” (p. 54). 
In narrative, themes are identified and named rather than coded (Riessman, 2008, p. 57). 
The identification of themes is based in qualitative nuance rather than coding which can 
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be more quantitatively directed. The themes were chosen from the participants narratives 
based in the research questions. They were directed at three commonplaces (Schwab, 
1978): music education, evangelicalism, and songwriting. Headings delineate the themes 
I associated with the songwriting process in the participant narrative chapters that follow.  
From the interviews, informal conversations, observation videos, student and 
researcher journals, and artifacts, I first constructed narratives based on themes that I felt 
emerged from my reading and rereading. I analyzed the statements made by the 
participants in their three interviews for themes regarding the research questions. These 
themes were used in assembling the summaries. This analysis phase was an iterative 
process where the research questions were used to frame the narrative. I began the 
assembly of each participant’s story by looking into his or her background for musical 
influences, songwriting influences, and family and social influences. A lengthy summary 
of each participant was created that incorporated all aspects of data. As themes began to 
emerge, I went back and forth from narrative to raw data in an effort to accurately write 
each participant’s story of songwriting. The research questions guided the identification 
of these themes regarding the value songwriting played in the participants’ lives, the 
meaning they derived from the process, and the strategies they used in their songwriting.  
The research questions also formed the basis for the analysis of the artifacts. The 
song projects and praxes song exercises were analyzed regarding how the students 
utilized strategies in their songwriting process. Musical elements were analyzed for how 
students used the music to express the lyric, which included melody, harmony, rhythm 
and form. The lyrics of the songs were analyzed for meaning making and relevance to the 
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participants. I attempted to determine how the claims the students made regarding 
songwriting were shown in their praxes and project songwriting. Analysis was done 
through a back and forth iterative process between reading interview, journal, and 
informal conversations transcripts and reviewing what they had created to see whether 
they had done what they claimed to have done. 
I used to the videos of the praxes as documentation of events and to return to if 
there were questions or ambiguities in my field notes. What the participants had written 
and handed in was sometimes different from what they had presented during the praxes 
presentations. Reviewing the video each week was useful in hearing what they intended 
their song idea to sound like and aided my analysis of the praxes artifacts. It was useful to 
view the participants’ emotional state as they presented their song ideas to check 
statements they made in their interviews. During the analysis and writing process the 
video was revisited for further clarification. The video added more dimension to each 
participant and their experience in the class through additional visual and audio data that I 
was able to reflect on.  
 Finally, after the narratives were written, each participant was sent the chapter 
that was written from their data and asked to respond as a member check (Orcher, 2005) 
to review the data and results of the study. Participants were asked to verify the accuracy 
of the interpretations of the data. For areas where the participants disagreed with my 
interpretations, I changed the narrative to reflect more accurately the views of the 
participant.  
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Tensions between setting, theoretical framework, and methodology 
 Having reviewed the literature on songwriting, including its relation to creativity, 
education, and value and meaning in general and in relation to the evangelical 
community, I now turn to the theoretical framework, methodology, and research on 
evangelicalism that informs the setting of this study. Before I review these areas, it is 
important to articulate and explore any tension between them. The study of songwriting, 
and its value and meaning at an evangelical institution of higher education and in non-
religious music education research highlights a tension in areas of research as well as 
epistemologies. Music education is largely studied from secularist paradigms. Because it 
is embedded within mainstream higher education, it often uses theoretical frameworks 
informed by psychology, postmodernism, the humanities, and other academic discourses. 
Conversely, evangelicalism is religious in nature and often conforms to a universalist 
conception of truth.  
As a result, three epistemologies intersect in this study; that of evangelicalism, 
constructivism, and narrative. Each represents a type of discourse or worldview. 
Evangelicalism is the ethos of the university where this study took place, constructivism 
helped inform the teaching approach, which focused on the learner during this study, and 
narrative informed the methodology. Because of this, there is a certain tension between 
the epistemological realms regarding truth in this paper. Epistemology has been described 
as the process of thinking; the relationship between what we know and what we see; the 
truths we seek and believe as researchers (Lincoln, Lynham & Guba, 2011). The tensions 
between the multiple local and cultural discourses of participants in this study will be 
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framed as discursive spaces. While discourse is not the subject of this study, the influence 
of multiple discourses within the participants’ narratives will be explored. Foucaultian 
discourse described as a set of “practices that systematically form the objects of which 
they speak” (Foucault, 1980, p. 49) implied a discursive field of often competing 
discourses. Some would suggest that it is through the interaction of these practices and 
structures or discourses that identity construction occurs, and subjectivities (Richardson 
& St. Pierre, 2008) are exposed. While the tensions between the discourses of 
evangelicalism, constructivism, and narrative will never be resolved, they intersect and 
people draw upon them in sometimes-contradictory ways. As these tensions are an 
integral part of the participants’ narratives, this section examines their intersections. 
Both individual and social constructivism share a common set of assumptions 
according to Duffy and Jonassen (1992): (1) there is a real world that we experience, (2) 
meaning is imposed on the world by us, (3) there are many ways to structure the world, 
(4) there are many meanings or perspectives for any event or concept, (5) there is not a 
correct meaning that we are striving for, and (6) meaning is rooted in experience. (p. 3). 
 Fennema (2010) suggested the epistemological differences between 
constructivism and evangelicalism are rooted in their treatment of metanarrative: 
“Whereas Christian educators claim a biblical worldview to be the metanarrative by 
which all other narratives are judged, a true constructivist would deny the existence of 
such transcendent standards” (p. 25). While many perspectives can be generated from the 
same data, for evangelicals the truthfulness of the perspective is determined by the 
standards of scripture. While meaning is rooted in experience, for evangelicals the Bible 
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serves as the basic standard for life, education, and faith. Evangelicals believe there is a 
correct meaning that is based in their faith.  
Stauffer (2014) suggested that narrative is concerned primarily with endowing 
experience with meaning aiming at meaning rather than truth, and attempting to convince 
through lifelikeness. Stauffer continued, “the study of narratives provides an opportunity 
to understand the human condition” (p. 164). For evangelicals the study of the human 
condition is centered in a relationship with God, and the truth of the Bible. Meaning is 
drawn from the Bible as Grand Narrative. These tensions will be explored in the 
narratives of participants in this study. 
Chapter Summary 
 In this chapter, I have outlined the use of an instrumental case study using 
narrative analysis, and explained the study site. Data were collected by coming alongside 
participants during praxes, in interviews, informal conversations, participant and 
researcher journals, and participant-created artifacts. Interviews were video recorded and 
transcribed naturalistically. Using narrative techniques stories were analyzed for themes 
and restoried regarding participants experiences in songwriting regarding meaning, value, 
and strategies. In the following chapters, I describe the participants’ stories, songs, 
processes, and their values and meanings.  
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CHAPTER 4 – DENZEL’S STORY 
Background 
Denzel was a third-year student who transferred to Freeman University from a 
Midwestern university. During high school he had aspirations of pursuing a career as a 
percussionist with the Detroit Symphony Orchestra, but after a year of study, his passion 
subsided and he chose to explore other possible paths. A friend who had graduated from 
the songwriting program at Freeman University encouraged him to look into the program 
and Denzel felt songwriting might become an area of fascination. After a brief visit, he 
transferred to Freeman University and began to pursue songwriting. His excitement for 
the program was measured by a concern that he might not have what he described in his 
first interview as the “gift” of songwriting (Interview, October 4, 2013).  
At the time of this study, Denzel had not entered the songwriting specialization 
although he was being encouraged to apply to the program by two of the songwriting 
faculty; he was in the process of collecting the required documentation.  
Musical Background 
Denzel was interested in music from when he was very young and was fascinated 
with percussion for he would regularly tap out rhythms on pans, boxes, and other 
household items. His grandmother encouraged him to play her piano during his regular 
visits. When the family moved from Florida to Michigan, his grandmother sent her piano 
with them. In Michigan, Denzel began piano lessons in second grade on the insistence of 
his mother. He hated his piano lessons for the first three years, but because of his 
mother’s persistence he continued taking lessons until his senior year of high school. His 
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interest in percussion continued and he was given a drum set in fifth grade (Interview, 
October 4, 2013). 
Denzel described his family’s support for his musical pursuits.  
They were always like, “You should be, like, doing this. You're good at it.” Like, 
“Keep it up!” Being that it's always, like, try to make it possible for me to be 
taking lessons and learning as much as I could. They were pretty, like, they didn't 
force anything that much, which I think was good (Interview, October 4, 2012). 
 
Denzel’s father worked at a Christian music industry label in regional sales from 
when Denzel was young. He was not sure what his father’s work at the label entailed, but 
he enjoyed the benefit of his father giving him a regular supply of the newest CDs of 
Christian artists. He recounted that he enjoyed listening to his CDs on his Walkman as he 
rode his bike around the neighborhood.  
At the time of this study, Denzel’s parents had been divorced for a year. When we 
talked about his parents his voice would soften and he seemed bothered. He spoke of his 
father or mother but not as a couple and avoided the subject of his parents’ divorce until 
the final interview. The subject of broken relationship came into focus for Denzel during 
a praxis in the last portion of the semester which will be explored later in his story 
(Interview, October 4, 2012).  
By the time he had reached high school, Denzel was actively playing piano, 
percussion, and singing. In high school, he played percussion in the band and excelled on 
marimba. He was cast as Seymour in the high school’s production of Little Shop of 
Horrors, which he felt, had forced him into singing. At his church, Denzel played drum 
set with the high school youth worship band and progressed to the level where they asked 
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him to join the main worship team of adult singers and players. He played piano, drums, 
and sang regularly in the main Sunday morning worship services at his church through 
high school (Interview, October 4, 2012). 
In junior high he began to appreciate songs and to recognize specific bands and 
musicians. He was especially drawn to “Shane & Shane,” “John Mayer” and the 
“WOW!” CDs of top CCM (Contemporary Christian Music) songs that his father’s 
company produced. He listed these three as his main musical influences at that time and 
claimed that was particularly drawn to the artfulness of these influences and aspired to 
create music along the same lines. But he also listened to the pop and rock music that was 
popular with his friends at his public school and, due to his piano lessons, he listened to 
classical music and said that he wanted to learn more about it (Interview, October 4, 
2012). 
Choosing to Study Songwriting  
Denzel’s interest in studying songwriting grew out of his frustration with the 
process of creating songs. During the spring semester previous to the class his interest in 
songwriting came into focus. He had written poetry extensively in high school and had 
even put together a book of poetry but had never intended it for a wider audience. He 
wanted to write songs like those he had listened to on the CDs his father had given him. 
He traced his next steps after choosing to focus on songwriting: 
So this summer is really when I started, like, writing songs, I guess. And I really 
took my musical ideas that I've had for years and years and years. And then all 
these kind of lyrical ideas and poetic kind of things and started putting them 
together and figuring how that works out. (Interview, October 4, 2012). 
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Frustration with songwriting kept him from finishing his songs. He struggled due 
to his lack of understanding in how to take his songs to the level of the music that he 
loved. Prior to the class, he held that good songs came completely from inspiration, but 
he was not experiencing this in his own songwriting process. He explained how before 
the class he did not know how to move past his initial ideas and craft them into a 
complete song. His frustration motivated him to learn principles of songwriting that he 
felt would enable him to write hit songs. Part of his motivation was a determination to 
learn better time management within his creativity regarding songwriting. He wanted to 
discover ways that would help him make his creative time more productive in a shorter 
amount of time. 
The Value of Songwriting and Studying Songwriting for Denzel 
 During our conversations, Denzel spoke of the value that songwriting held in his 
life. I will review several areas where Denzel explained the value of songwriting 
including, career aspirations, his emotional attraction to songwriting, the value of creative 
expression, finding voice, and building a sense of confidence.  
Self-Awareness and Self-growth 
 In his first interview Denzel narrated his growing self-awareness through 
songwriting. He explained the value of taking time to think about his life, his 
experiences, and his perception of himself.  
I feel like through songwriting it's helped a lot, because I'm actually taking time 
now to think how I can communicate my experiences so it makes you think, OK 
what are your experiences? What have you been through? So it's like opening up 
myself to a whole new level of myself (Interview, October 4, 2012). 
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 He had broken his ankle the year previous to this study, which had slowed him 
down and had kept him from pursuing a very busy schedule. He felt the ankle break had 
presented him with more time and had forced him to think more about himself and his 
pursuits. He had been journaling since that time. During the class he embraced the 
narrative aspect that songwriting represented in self-discovery. At the end of the semester 
he spoke regarding his self-discovery: 
Um... I think through that, um, I mean, through the direction of any song it's like I 
want it to be very personal and kind of like what I'm going through. Um, and a lot 
of times it takes, I feel like it just takes me a lot of time to think through and 
process, like, what I'm really going through and kind of very like becoming self 
aware (Interview, December 1, 2012). 
 
Facing his timidity and building his self confidence. 
 Denzel described how he had hidden his creativity as a result of being overcome 
with fearfulness and self-anxiety. Fearful of revealing his creativity, which he called “that 
which I value most dear to my heart” (Journal, September 7, 2012), he shied away from 
expression that opened up the very personal side of who he was. He described this hiding 
of his creative identity as a reaction to self-anxiety and fearfulness of being hurt. While it 
would seem that his anxiety would be debilitating, Denzel wrote in his journal that his 
anxiety instead motivated him to pursue excellence in his songwriting: 
I must say as well that I'm overcome at times with a vast feeling of timidness or 
fear in some measure due to the lack of experience I've had in the field of 
songwriting. When I compare my own ability and amount of creativity to others 
in the class I often feel so small and unimportant in comparison. However, some 
part of that helps to give me the drive and passion to pursue the highest measure 
of excellence possible in my writing and creativity. I desperately want to learn 
everything I can this year and I sure won't let anything hold me back (Journal, 
September 7, 2012). 
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 I observed that during the early praxes Denzel was reluctant to volunteer to 
present the work that he had completed. He would look downward and avoid eye contact 
with me. Even after I called on him to present what he had worked on, he would shrug his 
shoulders and speak in soft tones that were barely discernable. But, I observed that 
Denzel developed confidence over the semester. After  
only a few weeks of class he wrote of the value of a praxis in helping him in building 
confidence to present his ideas: 
After the praxis today I feel a little more confident in my ability to channel the 
creativity that has always felt so compressed and stuffed away. The ability to 
quickly write out these melodies and lines running through my mind all the time 
is just really cool! (Journal, September 7, 2012). 
 
 As the semester progressed, I observed that Denzel became more willing to 
present his ideas to the rest of the class during the praxes. Where at the start of the 
semester he avoided being called on to present, by the end of the semester he looked into 
my eye and seemed confident as he volunteered to present his song ideas in class. 
Creative expression.  
Denzel claimed that he valued songwriting above other art forms in his life due to 
what he felt was the external focus of his work. In his second interview he identified how 
centered the value of songwriting had become for him: 
I think it's like, I don't know, it's definitely my favorite thing. I think musically it's 
the most challenging for me just 'cause I haven't, it's not in my comfort zone. It's 
not just learning a piece of music, playing some piano chart. It's not like that. It's 
not just writing some idea and not having any kind of feedback. Or when I took 
creative writing in high school we'd present stuff in class, but really it was just for 
you. It wouldn't go anywhere. It didn't mean anything except for, to you, so... You 
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could be as free with it as you want. Songwriting, there's kind of this idea of this 
is gonna matter potentially, or it could matter (Interview, October 4, 2012). 
 
The sense of difficulty he experienced in the process was contrasted with the 
sense of confidence he was developing as a songwriter. His growing ability to capture 
personal expression was valuable to Denzel for the potential in addressing an audience 
outside of himself. When he presented his song project at the end of the semester he 
received a strong reaction from those in the class. At the end of the course he reflected on 
the sense of accomplishment that he felt in being able to create expressions that he 
viewed as successful: 
I think now that I've been able to see, um, how I'm able to successfully put 
together a complete train of thought through a song and have it be, like, a song in 
an’ of itself and it works, just, it stands alone and doesn't need a bunch of other 
stuff to explain it. Um, I think it's like, I don't know. I'm really, really drawn to the 
idea of just like songwriting in general now. Moreso just because I've seen HOW 
expressive it is, but how personal it is at the same time…Moreso than any other 
art form that I've ever, like, done, and I've done a lot of stuff. Um, so I think, like, 
growing up music was always just kind of something I was good at. Um, it wasn't, 
like, the coolest thing ever though. And I just kind of did it to did it 'cause it was, 
like, fun I guess. But songwriting is kind of this piece now that I've learned what 
it's really about and how to kind of use it. Um, I don't know. It's, it's different than 
just having just music. You can add your own words to the piece and it's really, 
really cool! Yeah. (Interview, December 1, 2012) 
 
Finding voice and agency. 
As he built his knowledge regarding songwriting, Denzel felt he was able to 
communicate ideas that mattered to him drawn from his life. Early in the semester he 
said: 
I feel like through songwriting it's helped a lot, because I'm actually taking time 
now to think how I can communicate my experiences so it makes you think, “OK, 
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what are your experiences what have you been through.” So it's like opening up 
myself to a whole new level of myself. (Interview, October 4, 2012) 
 
 He explained how he had gained voice by adding words to his music: 
I guess in the general sense is just that you have words with music and so words is 
how we communicate day to day; we always talk. People are always, like, voicing 
our opinions; voicing our expressions, um, literally through talking. But then, um, 
in music you loose that, I guess, if you just play music. So there isn't the whole 
side. But songs you get add the two together so you kind of get to literally voice 
what you're thinking and what you're feeling. Um, but then it's through music, 
which is kind of, I don't know. It's just a different concept to me. I haven't ever 
really gotten to do that, so... (Interview, October 25, 2012). 
 
 In his final interview he noted that with his new knowledge regarding songwriting 
he was better able to allow his voice to come through his songs. He felt that visualizing 
what you really want to say before building the song was key to expressing his voice 
through his songs (Interview, December 1, 2012). 
Attitude and self-growth.  
But songwriting was more than simply producing an end product for Denzel. He 
felt that through the songwriting process, as in his journaling, he was able to make 
meaning of his circumstances. He felt that “wrong feelings” hindered his songwriting 
process. He had developed a centering technique that helped him to cope with anxious 
feelings regarding his many commitments and to find a better attitude. He wrote a lyric to 
express the strain he was under while at work one night. He prefaced the lyrics in his 
journal by providing the context, saying: 
The other night at work I was contemplating work and effort in general and wrote 
down these words quickly to remind myself of how I can feel in certain situations 
that seem overwhelming, while reminding myself of God's truth (Journal, 
September 15, 2012). 
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Denzel discovered through reflection that the attitude he committed himself to at 
the start of a day helped to determine how well he would be able to apply himself to 
songwriting that day. He wrote:  
First let me just say that my attitude towards my day in general has a huge impact 
on the strength and quality of my writing. I love when I'm able to approach my 
journaling with a positive attitude and a clear mind, because the difference, at 
least to me, is incredible (Journal, October 28, 2012). 
 
He framed his personal conflict regarding his lack of time as an allegory of a 
difficult journey in shadow and darkness, which might be a reference or inspired by 
Psalm 24:3. His personal context was borne out when his question was answered with the 
personal “for me.” The lyric that he had written at work was:  
I walk in shadow.  
Darker days 
Than I have ever known. 
The valley falls so deep. 
I take the path  
Laid before me. 
But this mountain will not move. 
The gap to wide to leap. 
Oh my God  
How hard will this be? 
Still you bled and you died 
Just to rise again for me. (Journal, September 15, 2012) 
 
Later in the semester he revisited his thoughts on establishing the right attitude 
first before working in songwriting. He recounted, “I've definitely had the right mindset 
and attitude towards my writing habits recently, and it really makes all the difference” 
(Journal, November 16, 2012). 
During a praxis exercise in the last portion of the semester he got stuck in an 
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emotional bind regarding broken relationship and had difficulty with the task. The 
students were to write two rhymed couplets and a hook based on a moment surrounding a 
broken relationship. Adele’s songs “Rolling in the Deep” and “Someone Like You” were 
provided as examples of expressions regarding broken relationship. During the writing 
session, I observed that Denzel was very anxious. When it was time to present he looked 
very concerned and would not look in my eyes, He said softly that he had nothing to 
share. After the praxis that week he wrote in his journal: 
While I know that I am capable of working under a time restraint, I had the 
hardest time with forming any thoughts lyrically or musically. My mind was 
racing the whole time and after ten minutes or so I became very frustrated and 
upset with myself, which only prevented me further from thinking clearly on 
writing anything. I hope that I'll have time in the near future to reflect more on 
this, as I think that the idea of writing to relationship scared me even though that 
wasn't a conscious thought at the time. I'm thankful for your encouragement today 
to go ahead and write out my thoughts into a song, even when they seem hard or 
discouraging. I've explored my history with broken relationship as a personal 
reflection quite extensively in the past but feel as though I never truly resolved 
anything for myself. I hope that through a writing process I'll be able to come to 
some positive conclusions and be able to use those experiences to then fuel my 
writing. The main thing that this process will need is just time so I do hope that 
Thanksgiving break will provide the opportunity that I need to really spend time 
going over all of this (Journal, November 9, 2012) 
 
 My observation was that there was a definite progression of a self-growth for 
Denzel. He showed more confidence when he presented his praxis episodes in the last 
portion of the class. He spoke more openly with other students and outside of class gave 
the appearance of greater self-confidence. After having expressed his frustration with his 
lack of knowledge in songwriting at the start of the semester, he wrote in his journal in 
that last portion of the class: 
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While I could always use more time, the quality of the time that I do have has 
been filled with a great deal of purpose and intention (Journal, November 2, 
2012).  
 
Meaning Making in Songwriting for Denzel 
 Denzel was motivated to create what he described as “hit songs.” But songwriting 
meant more to Denzel than simply creating songs. He identified other meaningful aspects 
of songwriting and the study during the course. I will review his statements with regard to 
meaning which included songwriting as narrative, facing difficult issues, life purpose and 
calling, dealing with criticism, communicating personal and spiritual meaning, ownership 
and self-meaning, and validation by others.  
 Denzel explained that he felt passionately about how he was able to bring 
meaning to his musical expression through songwriting:  
I've never been able to, like, connect with anything on so deep a level, I guess, 
because music has always been a part of my life, it seems like. And so to be able 
to have meaning with the music is like the coolest thing, I think. That's really 
where my passion for songwriting is coming from, I guess, the idea that I can take 
this musical side and everything and then put meaning behind it, which I think is 
so cool. (Interview, October 4, 2012). 
 
Meaning Brought Through Narrating His Life Experience 
 Meaning for Denzel in songwriting grew out his reflection on his personal 
narrative. As narrative songwriting was a way in which he was able to make meaning of 
his life. Rather than avoiding his own experience, his narrative became a source from 
which he drew his songs. He explained:  
I guess that's more of just kind of like, um, on like a really deep level I feel like 
songwriting is connected to that. Um, how, even more so than how I like to write 
a song. I guess, it's more about, like, what I've really had experienced in my life. 
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Um, where I've been, where I've come from and learning how to like analyze that 
on a really, really deep level. I feel like all through high school I never really took 
time to step back and be like, let's, I guess, look at Denzel’s life here and kind of 
figure out what's going on. It's always been so busy. I think that's the main thing 
that's kept me from doing that is just being so busy all the time. I've always had 
ten thousand things going on through high school and I've just kept on with that. 
And finally it came to a point where, like, I broke my ankle and then I was done. 
And I couldn't do anything and I feel like God really got my attention in that time. 
He, going into college I was trying to do, like, everything from high school plus 
like ten things more. And so, God was just like [clicks mouth and pantomimes 
falling] "Nope, you're done and now you get to sit... and do nothing for the next 
six months" (Interview, October 4, 2012). 
 Forced to take more time and slow down he found that he was looking more 
deeply into what was going on inside of himself. He clarified his perspective of the 
circumstances of his life and the part that songwriting played in making sense of it: 
…now that I've been at Freeman and just had, like, the influences I've had with 
different people and how God has kind of spoken in my life about that, so...I feel 
like through songwriting it's helped a lot, because I'm actually taking time now to 
think how I can communicate my experiences so it makes you think, “OK, what 
are your experiences what have you been through.” So it's like opening up myself 
to a whole new level of myself (Interview, October 4, 2012). 
 
He found that in songwriting he was transitioning from not being self-aware to 
taking time to reflect on his own self-journey to make meaning of his circumstances. He 
explained at the end of the semester:  
…through the direction of any song it's like I want it to be very personal and kind 
of like what I'm going through. Um, and a lot of times it takes, I feel like it just 
takes me a lot of time to think through and process, like, what I'm really going 
through and kind of very like becoming self aware (Interview, December 1, 
2012). 
 
Life purpose and calling. 
 In his journal Denzel linked self-growth with a growing awareness of a larger 
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purpose outside himself, saying, “I keep on finding more and more purpose to put in my 
songs from my daily experiences with God as He reveals His nature to me, as well as 
revealing His plan for my life” (Journal, September 7, 2012). He equated life purpose 
with a sense of calling and placed songwriting within his notion of purpose. He wrote:  
I feel as though that I've finally found how to work at the calling placed on my 
heart and on my life. Through songwriting, piano, singing, transcribing.... 
everything just seems to fit and flow naturally out of this deep, deep sense of 
purpose. This summer was a real turning point in my realization of this calling on 
my life, as I struggled with what direction I would be following after over the 
course of this next year. I can now say with confidence that I'm doing exactly 
what I was meant to do (Journal, September 7, 2012). 
 
Facing difficult issues and relationships 
 During one of the praxes Denzel faced a mental block he attributed to the time 
constraint and the subject matter of a broken relationship. He wrote in his journal that the 
exercise helped him, “…dig into some of the deeper issues that would have held me back 
from confronting tough relationships, however, I know that I do want to start going to 
counseling again, to just talk things over with someone who can help me clear up my 
thoughts” (Journal, November 16, 2012).  
Dealing with criticism. 
During the class there was not a lot of critique given of the praxis work completed 
and presented during the praxis by the students or the professor. My intent was to keep 
from hindering the creative process. Even yet students felt a sense of comparison simply 
by performing within the pool of fellow students and aspiring songwriters during the 
praxis as indicated by Denzel’s earlier comments. The project proposal and drafts 
however were critiqued to help students consider areas of improvement to incorporate 
  
105 
into their song project. These critiques were based on a song analysis worksheet that was 
created for the class for weekly song analyses and for the final song project. In an effort 
to understand and deal with the critique on an emotional level, Denzel took a positive 
approach in welcoming the critique. In his journal he wrote: 
In a way, opening up to others has allowed me to gain the retrospect to see God in 
a new light, as not only the author of my faith, but of every part of my life. 
Letting in the critique and opinions of others has opened up whole new doors for 
my relationship with the Father and I'm so blessed to have come as far as I have 
through this whole process of growth. (Journal, September 7, 2012). 
 
He indicated his intention in wanting to overcome his insecurity and concern for 
critique in his journal: 
I'm concerned that I will always have this issue so I'm really trying my best now 
to overcome this insecurity and fear and just get over any pride or issue in my life 
that would hold me back in the future. (Journal, September 7, 2012). 
 
Communicating Personal and Spiritual Meaning 
While Denzel found meaning within the songwriting process he also felt it was a 
vehicle of outward expression of worship to God. He claimed: 
The work I've done so far in class has taught me a great deal about how I can be 
really using my creativity and talent to glorify God. I don't want to waste my time 
and gifts anymore by not giving and dedicating my songwriting to God. It just 
makes sense to allow the Creator total control over the most creative facet of my 
life (Journal, September 7, 2012). 
 
 By the middle of the semester he described how he had constructed new 
knowledge of the songwriting process. In looking at his song with the song analysis 
worksheet he reflected on the aspects of his song: content, lyric devices, rhyme, melody, 
harmony, theme, rhythm, and form. He claimed, “I feel as though this song was one of 
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the first where I've been able to take a moment or idea and communicate it in a way that 
used elements from every area of the song analysis worksheet” (Journal, October 14, 
2012). 
Denzel drew one of his song ideas from a building desire to express his regard for 
God’s love. He asserted his desire to set his ideas effectively: 
The fact that God IS love has impacted me a great deal over the past week and I 
desperately want to be able to express that through a song. Not just that God is 
benevolent, but that He is benevolence itself. He cannot help Himself but to show 
love to all of His creation. After all, the sun rises and sets on that which is lovely, 
and that which is not, all just the same. This concept still has a long way to go as 
I'm trying to work it over in my head, but I do hope to be able to express this 
effectively (Journal, October 18, 2012). 
 
At mid-semester we talked about the meaning he derived in expressing his life 
experience through songwriting. He situated his semester song project in his personal 
journey with second chances: 
Um, I mean, I guess the biggest, the simplest way to put it and, like, the most 
impactful way that it's been would just be, like, God showing himself to me, um, 
through, like, forgiveness I guess. Especially when I realized after a couple of 
different times through the semester, like, I am, like, completely [laughing], like, 
just disregarding God. Um, there's been a couple times where I've just gotten so 
busy and so full of my own ambition, my, what I'm tryin' to do. I mean this and 
that and I've just kind of been broken and God has just stopped, like, he 
completely just stopped everything. And it was like, OK, like, this isn't working 
out and you're being so proud of everything that I'm literally going to oppose you 
and I'll stop you in your tracks and so you get this. And then that's at the point 
where I'm like, "Oh my gosh, like, I haven't even realized what I'm doing.” But, 
like, “Thank you God for, like, showing me my fault.” And, like, “please give me 
a second chance so I can, like, try again.” I think that's kind of human life and 
that's kind of how I relate to God. It's always like tryin' to do everything on our 
own and kind of disregard God. But then God's like, "No, that's how I want it to 
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be. And I will forgive you so that it can be this way." So I guess that's how that 
fits (Interview, October 25, 2012).  
 
Validation by Parents 
Denzel related the importance he placed on the validation of his songwriting by 
others. As he was developing his song project he sang and played the chorus for some 
friends. He found a sense of validation when later he heard those same friends singing the 
song at various times through the end of the semester. His validation from his parents was 
critical to him as well. When he went home for Thanksgiving break he played a rough 
recording of his showcase performance for each of his parents. He played a version of the 
recording on his phone for his father on the way home from the airport. Although his 
father said that he liked the feel of the song his response was not strong. His father 
claimed that he could not hear the words and wanted to give the song a better listen when 
they had time together. Denzel did not attempt to play it again for his father because he 
felt the recording quality was poor. His mother’s response however surprised Denzel. He 
smiled as he described his mother’s response: 
Um, mom, I played it for her at, like, Panera. Um, and, I went to go get a drink 
and I came back and she was, like, crying. She was like, "I didn't know you could 
do this." And, uh, it was cool (Interview, December 1, 2012). 
 
The response of his mother gave him a sense of confidence in his work. He felt 
good about her response and added, “Yeah, which is cool. I mean, I didn't really know I 
could do it either. So, it's cool to see that from someone else as well. (Interview, 
December 1, 2012). 
Denzel was hopeful that his songwriting might provide a possible connection 
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between his father and himself. He admitted that he never had taken a personal interest in 
his father’s work, nor had his father spent time explaining his work within the music 
industry to Denzel. But he hoped that through establishing his voice as a songwriter he 
might bring attention from his father (Interview, December 1, 2012).  
Songwriting Strategies Employed by Denzel 
 Denzel assimilated his new knowledge with the ideas he had held previous to the 
class. He integrated his knowledge of poetry with the literary devices explored in class. 
He adapted the music he was familiar with and had listened to with the melodic, 
rhythmic, and harmonic areas reviewed in the course. He also accommodated new 
knowledge that he had gained in the class in all aspects of songwriting. In this section, I 
will review the songwriting strategies that Denzel identified and used in the class during 
the praxes and the final song project. His strategies included audiation, writing from 
within his context, using technology, using instruments, finding a process, using lyrical 
devices, melodic and harmonic tone painting, incorporating the “moment,” writing for an 
audience, planning and visualizing his song, rewriting, journaling, marrying the words to 
the music, focusing on the form, deeply analyzing the components of his songs, and 
seeking feedback.  
Creative Sequence 
Before the class, Denzel felt that songs began with a musical idea and then a lyric 
would be created to fit that. He explained how he was changing his creative sequence: 
“Now, in the past two months it's more of trying to create, like, this idea first and through 
that comes the lyric and then the melody with that lyric and then comes the structure of 
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the song, I guess.” (Interview, October 4, 2012).  
During the semester Denzel built his understanding of songwriting through the 
combination of historical analysis and praxis activities. In a lecture, songwriting was 
compared to building a structure like a bridge. The purpose in making the comparison 
was to encourage the students to be intentional in projecting what they were attempting to 
express. Then they were encouraged to determine all of the aspects of their song based on 
this purposeful projection. He traced the development of his understanding of 
songwriting as a form of building as he reflected on his work: 
This current song project continues to grow on my heart more and more and I 
can't wait to be able to put all of these different pieces together that I've learned so 
far through the praxis time into this song (Journal, October 5, 2012). 
 
In describing the planning process, Denzel identified the value of visualizing what 
he wanted to say as he chose his moment: 
And, like, just from the very beginning of, like, doing, like, a writing exercise. 
And, um, and OK, just take, like, this metaphor or write this kind of theme or try 
to create a moment with your song and, um, all these different tools of trying to 
visualize what you want to say before you say it. Um, kind of like planning it out 
I guess is really, really big (Interview, December 1, 2012). 
 
He spoke of the change in knowledge regarding the songwriting process during 
the semester that helped him better manage his time:  
It's weird because before I kinda didn't have like any.. direction for a song almost. 
I didn't really know how to like channel it. But because of like saying, "OK. I 
wanna create this moment and I wanna use, like, this idea and then use this 
dichotomy here and have these different things play into it. Um, it really shapes 
up pretty quickly. So, you're not sitting in there for hours and hours tryin' to, like, 
create random things. You have a lot more direction for it (Interview, December 
1, 2012). 
  
110 
Applying Knowledge in Music Theory 
 Songwriting was a direct application of musical knowledge that students had 
gained in their theory classes. In the process of songwriting students draw on ideas that 
they have learned in their musicianship and music theory classes. These theoretical areas 
include audiation, melodic tone painting, form, and self-analysis.  
Audiation 
Throughout his experience Denzel found his songwriting typically began in his 
mind as a melody with lyrics. In his interview he described the process: 
As soon as I have the lyric I have the melody with it. It’s just kind of strange how 
it happens. I don't always have like the whole, can't hear the whole song in my 
head, but sometimes... like, everything is just there (Interview, October 4, 2012). 
 
Using melodic tone painting. 
In talking about the process he used in songwriting, Denzel spoke about being 
intentional in using tone painting to express the lyric. In the last interview, we talked 
about how in the course of events he had incorporated tone painting:  
I: …it [his songwriting process] was a progression. 
 
D: But I had had, like, a whole day to kind of think about it.  
 
I: Um hmm. 
 
D: It was a very... like the direction that it needed I think was very, very solid so it 
was pretty easy to say I know exactly what I need this to say what's the best way 
to do that. So, but then tweaking stuff was, like, another two weeks. Then 
performing it and now it still needs to be tweaked more and then recorded it. 
 
I: When you say “tweaked” did you rewrite?  
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D: Just how long sections will be, bars, phrases, measures. Um, melodically how 
the lyric needs to go up or down maybe a little bit less or more. (Journal, 
December 1, 2012).  
 
Focusing on the formal structure. 
Song form became a significant element in Denzel’s strategy for building his 
song. He explained how analyzing his favorite songs with regard for their formal 
structure during a praxis was a discovery moment for him: 
I'm really quite regretful that I have never paid attention to the detail of song form 
until so very recently, as this plays a huge role in the success of any song. Going 
through and analyzing my favorite songs really opened my eyes to part of the 
reason as to WHY they are indeed my favorite songs. They ALL had a solid and 
recognizable form, and my own writing has often lacked this component. In the 
next few writing exercises I do, I want to pull apart whole albums from my 
favorite artists to see how a body of songs are formed and structured, in the sense 
that artists may be more successful because more of their songs are all in the same 
or similar formats... (not necessarily musically similar though)... Mumford and 
Sons will be the first group that I hope to do this with. (Journal, November 16, 
2012). 
 
 He reflected back on the praxis on form at the end of the semester, and reiterated 
his new understanding of the importance of clearly defined song form in songwriting. 
But they all kind of had almost the exact same form and they're completely 
different songs, um, the way they sound. So, it was just really interesting to see, 
like, OK, the form can be this sound thing. But then it can go in totally different 
directions. Um, but still having that form was really important. Um, and the 
simplicity of it I think came a lot more in when we looked at Revelation Song [by 
Jennie Lee Riddle], um, and noticing just like the chord structure and it's like four 
chords the whole time but it sounds like different sections to this piece (Interview, 
December 1, 2012). 
 
  
  
112 
Self-Analysis of the components of his songs. 
Denzel found the detailed self-analysis of his song project to be beneficial in 
reworking his song and making it more expressive. During the semester he came to 
believe that songwriting is a system of reflecting deeply on what has been written and 
then rewriting aspects to strengthen them rather than simply leaving them at the initial 
idea state. He wrote in his journal mid-semester: 
Um, but that one, I feel like I've gone through and actually, like, thought about 
every different part rather than just kind of being in the moment and just writing 
down a song and saying, "Oh, this is a cool song because I have all the pieces that 
I need." But really going back through later and looking at it it's like, "OK, well I 
didn't analyze this and this and this and this. So this doesn't really make sense." 
This one I feel like I did go through and spent the time that I needed, um, with a 
lot of inspiration with a lot of personal experience and has all those parts from my 
life but it still would make sense to someone else (Interview, October 25, 2012). 
 
Writing From Within his Context 
Denzel described how during the summer he had begun writing six songs but 
found it difficult to finish them. He explained that with some of them, he never went 
beyond the initial idea. He explained, “I just kind of like leave it where I got the idea 
from” (Interview, October 4, 2012). Shifting in his approach after the first few weeks of 
class he drew from his own personal context rather than looking outside of himself. He 
described how he moved from a musical focus to a central “moment” – a central emotion 
or idea the he wanted to express: 
Sometimes, more recently it's been trying to think of how I can take this idea or 
this circumstance that I'm in right now, this experience that I'm going through and 
then taking that and then putting that into a musical idea. Whereas before it was 
always a musical idea and how can I put this into like a poem, I guess. So it's kind 
of shifted (Interview, October 4, 2012). 
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Using Technology 
Denzel was proficient with digital technology and used it as a tool in his 
songwriting process. The heart of his technology was a Macbook laptop computer, his 
iPad, and his iPhone, which he used to capture his creative audio ideas. But Denzel liked 
to create and craft his lyric ideas by hand in a moleskin journal using nice pens. He said 
that he used his iPhone when he was not at a place where he could spend time and write 
down his ideas in his moleskin journal. I observed that while he formed lyric ideas in his 
notebook, he used digital technologies to capture the musical ideas. I never observed that 
he had written out a musical idea in what he had submitted to me until the final song 
project, but he did send sound files of his musical ideas along with his written out lyric 
ideas. 
He sang his song ideas into the voice memo on his iPhone and used the recording 
program Garageband on his Macbook primarily to record sounds with his MIDI 
keyboard. He said that he also used Internet resources for his songwriting with his 
Macbook and iPad such as online rhyming aids, thesaurus, dictionaries, and listings of 
literary devices and aids. With the many virtual instruments available through 
Garageband, he was able to fill his songs with the instrumental timbres he heard in his 
head. With a background and skill in percussion Denzel was able to build drum tracks for 
his songs.  
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Using Lyrical Devices  
As he assimilated the new knowledge he was gaining, Denzel found ways in 
which to implement that knowledge regarding lyric devices in his songwriting. After six 
weeks in the class he remarked: 
I'm starting to more and more now understand, and like, how I should be phrasing 
things. How I can be adding more metaphorical ideas, imagery, all this kind of 
rhythm and tone painting, with the lyric (Interview, October 4, 2012).  
Later that month he recounted how he had used metaphor, dichotomy, rhyme, 
action, and imagery to enhance the expressiveness of his song. He explained some of the 
process he went through in refining his song project: 
Um, and so I tried to use this like dichotomy I guess of Noah's life to our life and 
how much more time it seemed that he had, um, I guess lived through. But at the 
same time our life still has this meaning because we've still been given a second 
chance by God at the same time and the rainbow is kind of the metaphor, um, of a 
second chance. Um, and the rhyme scheme fit with divine romance and I liked 
what you, I think I went through and changed it the second time to be like 
captured in that sense of, like, action. It added a lot more, like, imagery to it; 
seeing something happen, I guess (Interview, October 25, 2012). 
 
Starting with the Moment 
The concept of “creating a moment” was taught early in the course. The concept 
is to select a moment in the beginning stages of song creation and to project that moment 
in all aspects of the song; the moment being an expression of an emotion surrounding an 
idea. In his last song he chose the idea of second chances with hope as the moment and 
the metaphor of the life of the biblical character Noah. He explained:  
Yeah, yeah. So that added a lot to it. But I think the, the moment was expressed 
through it. Um, but it was so cool to be able to use, just like, the story of Noah to 
kind of communicate that (Interview, October 25, 2012). 
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Writing for an Audience 
Part of the strategy in writing his song was based on projecting to his intended 
audience. Students were encouraged as part of their study to define their target audience 
and to keep them in mind as they created their song. This activity drew on an analysis of 
five top songs on industry charts (Billboard, and Christian Music Weekly). Students were 
asked to study the aspects of style, theme, context, and language as they worked within a 
specific style (e.g. Pop, Rock, R&B, Hip Hop, Country, Latin, Dance, Electronic). In his 
journal Denzel wrote about identifying his audience as one of his songwriting strategies:  
During our praxis I was amazed that Fanny Crosby had such a huge area of 
influence through her various pen names but also because of her ability to project 
her experiences into other people's view points. When I was writing my four lines 
and metaphors I really tried to create images that expressed what I was feeling 
this whole week but at the same time would allow someone else to have a 
connection to. I suppose that this is the first time that I've really understood that 
my songs shouldn't really be just for me to pour my life into, but should rather be 
written with a purpose to help other people (Interview, October 5, 2012). 
 
He reinforced the intentional nature of writing for his audience in his second 
interview, saying “So I've had to be really intentional about thinking beforehand what do 
I want, what am I actually trying to say, I guess. Or, and then who am I saying it to. Um, 
and those two have to make sense together” (Interview, October 25, 2012). 
Journaling 
As a part of the songwriting class students were required to write a weekly 
reflective journal. The purpose for the journal was two-fold, first in having students 
reflect on the work they do in class and second in writing down possible song ideas. 
Denzel used journaling as a tool in his songwriting. Journaling was a regular part of his 
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life so creating a journal dedicated to songwriting was a natural extension of his regular 
writing. In journaling for the class he reflected on his life and on his work looking for 
ideas and mulling over possible scenarios for the moments of his songs. He wrote in his 
journal:  
I'm naturally shifting back into the process of journaling though scripture reading 
and prayer, and then developing ideas from that process (Journal, November 16, 
2012).  
Denzel shifted his journaling from exclusively an act of inward contemplation to 
one of drawing from his reflection of experience and relationships for material in his 
songwriting. He moved from an internal focus to becoming more externally intentional in 
addressing areas he felt other people would find interesting. He explained the progression 
of his thoughts on journaling: 
Um, usually journaling is kind of just what I'm thinking through my day. At the 
end of my day I'll write that down. So, in the context of songs, I guess, it's more 
of what my experiences would have been recently. Whether today or a week or 
just like kind of long term, I guess. Um, writing down my experiences and at first 
that's all it was. It was just kind of like what my experiences, what I'm thinking, 
what I'm going through, and as poetically as I could try to write that into a song. 
Um, now it's becoming more of my experiences in relation to other people and 
how I can take those and influence other people. So it's not so specific to that, no 
one else would understand what's going on. But it's more kind of like, like a.. a 
tangible moment or something that other people could kind of relate to or attach 
themselves into that situation. Um, but still it's from my frame, my context, I 
guess (Interview, October 25, 2012). 
 
Marrying the Words and the Music 
Denzel came to a realization of the concept of the expressive connection of words 
and music in song from the lectures. Reflecting back on his work he noted his 
development in becoming more intentional in his connection between his music and his 
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lyrics: 
I would say the one thing that I've really tried to accomplish is marrying my 
music and my lyrics together, because this is entirely essential for any song to 
even be considered a song. However, as I look back on my previous writing 
throughout the summer I can see how lacking this very large aspect of 
songwriting has been in my own songs (Journal, October 28, 2012). 
 
Seeking Feedback  
Feedback from outside sources was significant in refining and validating his 
work. Denzel felt that feedback helped him determine how well his song worked. In 
reflecting back on the feedback he had sought for and received during the semester he 
said: 
Yeah, but I think having other people look into it as well, um, even other than just 
you. Having, um, Brittany look at it. Having Mark Andrew look at it. Having 
someone else totally random look at it and say, "OK, and it's a cool thing," or 
"No, this doesn't make any sense to me at all." And I then I'm just saying, "OK, 
well then, like, I need to go back then” (Interview, October 25, 2012). 
 
Final Song Project  
For the final song project Denzel created a song that was notable for its 
catchiness. He set his song in the same pop rock style of the songs that were on the CDs 
that his father had provided for him that he listened to as a boy.  
The lyric he presented for the final presentation was:  
 
Verse 1 
Two by two according to their kind. 
Forty days and forty nights. 
One by one each enters in.  
The earth is violent, woah, bring the flood. 
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Verse 2 
Rising high above the earth. 
Set your sail for deep blue surf. 
Wicked world let silence fill. 
To outlive all man and begin again. 
 
Chorus  
Nine hundred years and still some more 
My life compared so short so poor. 
Your rainbow shines with a second chance. 
I’m captured by divine romance. 
 
Bridge 
Let your dove take flight. 
Her olive proves this promise might restore my soul. 
Now we’re landing on the ground. 
Now we’re landing on the ground. 
Now we’re landing on the ground. 
Now we’re landing on the ground. 
 
Chorus 
 
Verse 3 
Stepping out with faith so bold, 
Your promise true I now hold. 
So even when I turn away, 
By my side you will stay. 
 
Chorus 
 
The third verse came to him quickly. After he finished two verses, the chorus, and 
the bridge he took a day to think through the song. He felt the direction he had taken was 
very solid and he was confident in what he wanted to say. He added, “And so, like, on the 
next day just in the morning I took, like, ten minutes I think and wrote the third verse” 
(Interview, December 1, 2012). 
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Once he had finished his first draft he took two weeks to rework it. After 
reworking the song he had a chance to perform it in a showcase event. After the 
showcase, he tweaked the song again before recording it for the required demo. For the 
recording he worked primarily on the form of the song and the length of each of the 
sections locking in the number of bars and phrases. He listed the final form in his self-
analysis of his song: AABCBAB. He also revisited his melody with regard to tone 
painting. He explained his method of tone painting as, “…melodically how the lyric 
needs to go up or down and maybe a little bit less or more” (Interview, December 1, 
2012). In his analysis of his song project Denzel explained his use of melodic devices:  
Throughout the verse, the melody follows a repetitive pattern to be more 
memorable, while still having a natural push and pull for interest. The shape is 
rather organic and rises and falls as it should. The chorus relies heavily on tone 
painting to emphasize certain phrases throughout. The nature of the melody in the 
chorus is driving and strong with repeated notes and high cries (Self-analysis of 
song project, December 11, 2012). 
 
Denzel explained the focal harmonic plan for his song as building and sustaining 
tension through the verse and chorus in order to release it at the right moment. He 
resolved to tonic only at the end of the verse and the chorus. He explained that the vocal 
harmony in the chorus was open and strong and that the underlying chords provided a 
formal structure for his song.  
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 Denzel delineated what he felt were important steps along the way. He explained 
that at the start establishing the catchy guitar groove set the song apart (Figure 1). Having 
 
Figure 1. Denzel’s song project exhibiting his “catchy guitar motive and rhythm. 
 
 never played guitar before the semester in which he took the songwriting survey class he 
had never written a song on guitar. He explained, “…just the guitar parts were, like, a 
really big part of it so that it kinda set the whole groove and the whole feel for the song.” 
(Interview, December 1, 2012).  
 After he added the third verse he felt a sense of accomplishment in saying what he 
had intended. Feedback from friends was helpful in confirming that his song worked 
well. Denzel noted, “Getting, like, really positive feedback was probably, like, one of the 
biggest parts of saying, like, OK, this works this way. But yeah, that’s cool. I really like 
that song” (Interview, December 1, 2012). 
 The lead sheet that Denzel generated for his song project (Appendix E) shows his 
melody, lyric, chords, and form of the song. At the time of the study he was thinking 
about recording it professionally.  
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CHAPTER 5 – RUTH’S STORY 
Ruth’s Background 
 Ruth was a third year student who had transferred from a community college in 
another state. She struggled with self-image that she traced back to feelings of rejection 
as a child. She often compared herself to other students in the program and felt herself 
lacking in knowledge and ability. The personal aspects of her life that Ruth shared with 
me were troubling. As she discussed her background story, she made sense of her 
experience and how she made meaning through the songwriting process.  
Musical Background  
Ruth sang and created songs from when she was very young. Her earliest 
recollections regarding songwriting were of creating songs with her brother as they 
played on their farm. The songs were improvised and associated with their play and with 
what they were currently involved in and singing at church. Music was a central part of 
her family life and she and her family were part of a church where music played an active 
role in the worship services, in Sunday school, and in vacation Bible school. Her father 
liked to listen to classical music on the radio especially when he was working in the yard. 
He had sung in a glee choir in high school and loved singing. As a family they sang 
together and she fondly recounted her father regularly leading them in singing folk songs 
around a campfire; songs like “Kookabuura” and “Froggy Went a Courtin’.” 
Her mother loved music, played accordion, and encouraged all the children to go 
forward in music (Interview, September 21, 2012). But, the household financial situation 
was not strong and they felt they could not afford lessons. Ruth felt that this was a 
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frustration for her mother. A turning point in her story came when her older brother’s 
girlfriend began giving Ruth free piano lessons at age nine. The piano lessons she had 
taken were valuable to her in developing her songwriting approach: 
But I mean after I was 10 and I'd had piano lessons and I was actually writing on 
piano, prior to that I was just doing melody in my mind, in my head, and using a 
tape recorder to put that stuff together, because I didn't see myself as able to play 
piano. Even though I'd tinkered around on it. So, but now, if you'd ask my mom 
she'd go, "Gosh! She's been playin' since she was three!" (Interview, September 
21, 2012). 
 
Rejection and Comparison as Themes in Ruth’s Life 
Because she and her next older brother were separated from the four older 
siblings by 10 years Ruth regarded her family as two separate families. Her mother 
homeschooled the children and worked the farm and her father worked as a nurse. Being 
the youngest, she said her hopes of being a “daddy’s girl” (Interview, December 2, 2012) 
were never realized because he was not around as she felt he had been for her older 
sisters. She suggested that her father’s lack of interest in her was very significant in her 
development. She claimed that he had missed all of the important stages and moments of 
her young life. Her perception of being overlooked by her father and her comparison with 
her older peers carried into her teen years when she started acting out her emotional pain 
by cutting herself. Cutting, which is a form of non-suicidal self-injury (Nock, 2010, p. 
341), became an addictive behavior for Ruth in reaction to loneliness and rejection and as 
an act of control over her life. Her homeschooling experience allowed her extended 
private time when she was able to carry out her cutting in secret. She claimed that she 
was able to hide her cutting from her family and friends. Songwriting was important to 
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Ruth in helping her to cope with her feelings and in giving her an alternative to her 
cutting behavior.  
Rejection and comparison were themes for Ruth throughout the semester and her 
feelings of comparison and rejection were played out during the semester in the 
songwriting survey class. She described her feelings toward her father, which provided 
material for a song during the semester, during her first interview. She recounted that she 
had felt her father had ignored her in her early years. She said that when he tried to 
establish a relationship with her when she was in high school instead of welcoming his 
interest she resisted him. She reacted in a way that that was self-affirming and 
controlling. She felt empowered by rejecting her father’s attention in the same way that 
she felt he had rejected her up to that point. She said: 
R: He was a nurse and he did crazy shifts. Um, and then in high school he started 
having more normal hours and really tried to get to know me more and put effort 
into it. But that, at that point I just totally blew him off.  
 
I: Hmm. 
 
R: And I was like, no you've total, you missed your chance. I am not doin' this. 
Um, and just really bitter (Interview, September 21, 2012). 
 
She went on to explain with a very even toned voice how her bitterness toward 
her father had been pent up over years: 
Yeah! Um... Yeah, 'cause I thought to myself, “Well, if I wasn't worth his time at 
the beginning then I, I'm not going to put myself out there again just for it to 
happen again [getting emotional], y'know” (Interview, September 21, 2012)? 
 
  
  
124 
Rejection turned into song. 
There were other factors in Ruth’s background that she felt contributed to her 
feelings of rejection and loneliness. In Ruth’s transition from junior high to high school, 
two girls from her homeschool group with whom she had developed close ties went on to 
public high school while she remained homeschooled. They avoided her, did not return 
calls, and made fun of her. She felt a strong sense of rejection from the two and explained 
that her feelings at the time were heightened by the seclusion she felt from her friends 
and from her older siblings who had moved on to college and were no longer at home. 
She experienced a deep lonesomeness and went into depression as a result of the 
seclusion. She explained that one of the ways that she had reacted was negatively by 
cutting herself. But she also responded by expressing her feelings of loneliness and 
rejection in a song. Ruth lived in a rural area and during times of struggle she would go 
outside to experience the night sky and the beauty of her natural surrounding. She related 
the context from which she drew her song: 
I remember being on the old steps to our old pool. The pool wasn't there actually 
anymore it was just the old steps. And, uh, it was about to storm. It was real 
windy and the skies were grey and churning. It was pretty magnificent actually. 
And, um, [getting more excited] it was like a perfect depiction of how I felt my 
life was at the moment. Just really gray and stormy out but I felt like the 
floodgates were gonna open. And I was just crying out to God on the stairs, like, 
"God! Where are you?!" [emotional]. And, um, man I felt so much peace.. just in 
an instant and I don't, it doesn't make sense; not at all. And, um, I really felt like 
the Lord was saying, "I'm here and I am a friend when there is no other" 
(Interview, September 21, 2012). 
 
She wrote her feelings into a song that night in response to her experience. She 
explained how expressing herself in song was similar to the act of release and control she 
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experienced in her cutting: 
I felt kind of abandoned at the point and I hadn't, there were some other things 
going on in my family too where I just felt really alone. [getting emotional] And, 
um, I got into cutting which is, uh, a self-harm. And I would, uh, like scratch 
myself or take screws and [scratches her arm] until I bled and, um, and so it was a 
big release. And in that same way writing lyrics, or, um, writing just even musical 
stuff [beginning to cry] was a way that I could have some kind of control or 
something because I couldn't control anything else that was going on in my life 
(Interview, September 21, 2012). 
 
She described the empowerment that she felt songwriting gave her was in being 
able to express her feelings in her own way. She was reticent and unwilling to sing the 
song to me that she had created in that very private moment at the pool. She described her 
sense of control over her songs: 
Yeah. I don't know how else to say it. Like a feeling I had some sort of 
empowerment or control over like how a melody went about, or how, what words 
I chose to say. And I wasn't going to share it with anyone else because they would 
try to fix it or they would try to change it, and, um... I was just done with... 
[building in emotion again} uh, I felt like no one wanted to invest time into me, so 
I didn't want to share my heart with anyone else either. So...I kind of buried 
myself in that (Interview, September 21, 2012). 
 
 The subject of her relationship with her father became a theme during one of 
praxis exercises. She recounted: 
Yeah! Um... Yeah, 'cause I thought to myself, “Well, if I wasn't worth his time at 
the beginning then I, I'm not going to put myself out there again just for it to 
happen again” [getting emotional]. Y'know? Um, and then I went to, I did an 
internship down in Texas. I don't know if you ever heard of Teen Mania. But, um, 
I was part of that internship (Interview, December 2, 2012). 
 
 Ruth went through a transition in an internship in a different state that helped her 
to deal with her anger and bitterness. When she returned home she met with her father 
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and they talked about the distance between them but she also wanted to tell him she was 
willing to try and reestablish their relationship. The interview dialogue continued: 
R: I was, I had gotten my angst and anger out and I really believe I gave it to God 
and I was like, I'm done with this and I just want him to know why. I wanted him 
to understand, I wanted him to understand, but I wanted him to know that I 
wanted to try, um, yeah. 'Cause growing up I always wanted to BE a daddy's girl, 
y'know?  
 
I: Do you feel like he violated your trust? 
 
R: Growing up? Yeah, well, hmmm. I think that would be more attributed to my 
mom, actually. Um, he, he was, spent a lot of time with one of my older sisters 
and that was kind of his, it felt like that was his girl.  
 
I: So fav’, kind of, playing favorites.  
 
R: Yeah, and I was just like, “I'm done.” So, I went into the conversation and I 
was like, “OK, huh, dad!” [chuckles] And I told him, I was like, “I feel like this 
happened when I was growing up.” And, um, kinda did that whole, “I feel like 
you thought,” Y'know [chuckles]. 
 
I: Hmmm. 
 
R: And it was a difficult conversation to have with, y'know, a fifty-five-year-old 
[laughs]. And it was difficult for him to hear too. I can't even imagine what it 
would be like to have your daughter talk to you. 
 
 She continued: 
 
R: …it's, it's a bit of a kind of a strange dynamic. So I goes in and, um, we both 
ended up crying by the end of it. Hum! Um, 'cause he's a real tender kinda guy. 
He's just really precious. [whispers] Ah, I just love my dad. Anyways! Um, and 
uh, I was like, "I'm sorry for my part because I was just really angry." [getting 
emotional] And I was like, "Dad, I'm so sorry that I pushed you away for years, 
for like five years!" [chuckles] I just wouldn't have conversations with him. He'd, 
like, try to get to know me and get to know my life. "What are you doin'?" Things 
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like this. And I was like this, "Stop bein' a nosey!" [chuckles] (December 2, 
2012). 
 
 They connected on an emotional level and set out some groundwork for how they 
would respond to each other in an effort to be actively involved with one another. Ruth 
moved back to the state where she did her internship but they talked by phone regularly.  
At the time of this study Ruth’s relationship with her father was on good terms. In 
her journal that week she described the meaning of giving voice to her feelings for her 
father in her song idea during the praxis exercise: 
Well, we had praxis today my heart rate jumped to stupid and I began to write. I 
chose for my moment, safety. The relationship I chose was between father and 
daughter and I was trying to depict the safety that I know I feel when he gives me 
a hug. Now that I think about it, I completely missed the dichotomy part of this 
praxis. You asked me what the context of this song idea was, it was spurred from 
a thought I had yesterday. I was talking to Jaylin, telling her that I just wanted my 
dad to give me a hug. My relationship with my dad within these last three years or 
so has grown a lot. Growing up he was at work a lot and I though I really wanted 
to be a daddy's girl he wasn't available to do that. Then in high school he tried to 
make time for me but I was really bitter and didn't want to have anything to do 
with him. A few years ago, I came to terms about both of our mistakes. I had a 
long conversation with him, it was around Christmas time, it was a really difficult 
conversation but by the end it had laid a foundation we could build off of. Now, I 
LOVE my dad and absolutely feel the most, humanly possible comfort when he 
holds me. Yesterday was a really bad day and I just wanted to be home in his 
arms (Journal, November 8, 2012). 
 
 The song idea she wrote was centered in the metaphor of a blanket likened to the 
safety and comfort of her father’s hug. The larger idea drawn from her story was 
acceptance and love she had recently received from her father. She indicated that her 
intended audience was fathers and young adult daughters. She sang her excerpt in a brash 
bluesy voice that seemed to demand everyone’s attention. After class one of her peers 
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said that he would buy the song at iTunes when she recorded it.  
She wrote the scale degrees above the words to help her sing back her melody. 
Her worksheet showed how she had organized her thoughts around her moment, her 
audience, and the metaphor (Figure 2).  
 
Figure 2. Ruth's Praxis exercise regarding her relationship with her father 
  
129 
The lyric she sang during her presentation drew from her narrative. In her journal 
entry for that week she revealed she had been crying before class and had scratched out 
the words: “my eyes are stinging.” In her chorus it seemed as though she had returned to 
her younger self as she questioned her father and whether he had time to come and get 
her. She used tone painting as shown in Figure 2 in the first line as it descends from b on 
“bad” to g on “day.” The lyrics that followed expressed her desperation and longing: 
“Got stuck in this stupid rain/I’ve been drenched too long and I’m ready to come home.” 
Her opening line was set in a descending triad. The chorus was set musically with a cry 
starting on the upper tonic and descending to the dominant in a sighing-like figure. The 
chorus seems to echo from that difficulty time in her life when she questioned whether 
her father had time for her: 
Verse 
   5    5   3   5   3-1 
I’ve had a bad day 
   5     5     5   3     5  5   6 
Got stuck in this stupid rain 
 3          3          2      2      1  1 
I’m drenched from head to toe  
   1     1     3  5  5   3    5 
And I’m ready to go home 
 
Chorus 
 8    7        6      5       6      7     6   5 
Daddy, would you come and get me 
   8      7    6      6       6      5     6   5 
Wrap me up, God knows I’m ready 
   8   7   6   5      6    7   6   5 
Daddy do you have a minute 
  1     4     3   2-1   1     4     5     2      1   1 
To come by here and take me home again (Praxis submission, November 8, 2012) 
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The Value of Songwriting and the Songwriting Survey for Ruth 
The Value of Expression 
Ruth felt songwriting had value as personal expression and not simply for the end 
resultant song. She said that she had written songs since she was very young because of 
the restorative value that songwriting had for her personally: 
There is, um, in the inspiration part of it, I guess, huh, when I sit down to write I 
know regardless of if it makes it big or it's a popular song or if other people like it 
or not; there's just value in sitting down and writing because it's, [getting 
emotional] it's like healing to your soul (Interview, September 21, 2012). 
 
Later, in an effort to see whether there was any development over time in how 
Ruth felt regarding songwriting, in her second interview I asked during her how she felt 
about songwriting. She responded excitedly: 
I love songwriting! [chuckling] Sometimes I hate it. I guess of recent it's been just 
a whole renewal of that love for it because, um, I'm going through some issues 
right now with... life, in general. And, um, it's just one of those ways I am able to 
express myself well and...[takes breath] it doesn't, it doesn't matter if it's a good 
song or not it's just able to get it out (Interview, October 24, 2012).  
 
 In a praxis where students were to create lyric content, Ruth drew on her own 
personal context. She used the analogy of the life as the sea with God as her rescuer. I 
brought it to her attention that she had written about this back at the pool in her yard in 
junior high. She responded saying, “My life is a repeating theme [laughs]” (Interview, 
October 24, 2012).  
At the end of the semester Ruth affirmed her feelings regarding songwriting 
saying, “…songwriting has always been really special to me, um, in the way that it's, I, I 
think it's a unique way that I can express myself” (Interview, December 2, 2012). She 
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made it clear that she would continue songwriting. She remarked, “I'm not going to stop 
writing 'cause it's been a part of my life forever. Hm hm [chuckle]. Um, [soft voice] I 
hope I can minister to people with it” (Interview, December 2, 2012). 
Self-Awareness and Self-Growth 
Ruth projected the growth she hoped to attain through the presentation portion of 
the praxes. She struggled to explain her presentation anxiety in her first interview: 
Um, so that, and um... during the class as we're going on throughout the semester 
I would like to [big sigh] be more comfortable in, [forcing a response] in sharing 
with the rest of the class. But I don't know if that is something the class is going to 
teach me other than having to just do it. [chuckle] Or, if it's something more on a 
personal thing that God is going to teach me and change my heart in this, um, and 
to being confident and y'know called to this (Interview, September 21, 2012). 
 
 Her presentation anxiety was due to her struggle with self-acceptance and her own 
self-value. She had heard a sermon by the pastor at the church where she played keyboard 
for worship that made her think about her own self-valuation. She explained, “How it 
came across to me was that we don't have to be any certain way for God to love us; like 
to be accepted. [excitedly] And it was something I should know! Huh! By now! 
(Interview, September 21, 2012). 
 As we talked about her struggle with the Pastor’s comments she brought up her 
struggle with comparison. As we spoke a nervous chuckle came into her voice as she 
described with acceptance and rejection within a church context. As she continued she 
became more emotional and on the edge of crying: 
R: Y'know, being in church forever [nervous chuckle]. Um, but when he said it I 
was like, [becoming emotional] I do not see myself as someone God could love at 
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all. And I'm always feeling like I'm having to put effort into stuff to be able to, for 
him to actually accept me.  
 
I: Do you feel like sometimes though the church, I'm just using that in a really 
general sense, um, there's kind of expectations that we put on ourselves because 
we dress up…  
 
R: Yeah. 
 
I: …or, I don't know if they really dress up at your church or not. But, kind of 
walk in the door and you see other people and you're like, 'Oh my gosh..." 
 
R: You have to be a certain way...to be accepted. 
 
I: Yeah.  
 
R: And, um... so in this writing class, applying it to that... I ha.. have to get out of 
this mentality of feeling like it's good enough.  
 
I: Um hum. 
 
R: [crying] I wanna, I don't have to be...so that's kind of where I am right now.  
 
I: I'm trying not to make comparisons for that reason.  
 
R: You don't have to. People do in their minds.  
 
I: But there is, there's um, from a teachers standpoint that's not what this class is.  
 
R: Yeah (Interview, September 21, 2012). 
 
  In her second interview Ruth equated her songs with her own self-concept. Her 
voice became forced as she expressed strong feelings about her creative expressions: 
R: It's part of ME! That's why they're not good. [laughs] Yeah! [gasps laughter] 
No! You have no idea. Like, that's, yeah I would say that's one of the things I 
learned about me too. I just, I personify my songs, in, like different areas of my 
life. [laughing] 
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I: Uh huh.  
 
R: Um... I can go through a song journal and like, OK, this was during this era. 
This was during... y'know, and different things that I was going through. Um... 
[sighs] and I.. just struggle.. with.. not.. being good enough. Or not feeling 
like...uh.  
 
I: But they're... they're connected to your... 
 
R: Yeah. 
 
I: …story. 
 
R: Yes... Yes, they are [sighs] (Interview, October 24, 2012). 
 
She transferred her feelings of low self-worth to her songs. There was a sense of 
futility in her voice as she cried out, “It’s part of me! That’s why they’re not good.” The 
laugh that followed reflected her feelings of uselessness. 
She explained that songwriting represented a form of reflection for her, but that it 
was more powerful than her journals. The songs that she wrote from within her personal 
context were therapeutic in helping her to cope with her emotional struggles. She 
claimed: 
And, um, I got into cutting which is, uh, a self-harm. And I would, uh, like scratch 
myself or take screws and [scratches her arm] until I bled and, um, and so it was a 
big release. And in that same way writing lyrics, or, um, writing just even musical 
stuff [beginning to cry] was a way that I could have some kind of control or 
something because I couldn't control anything else that was going on in my life 
(Interview, September 21, 2012). 
 
The interviews that were taken for this study represent a form of reflection. In one 
of her journal entries Ruth claimed that the interviews also helped her, saying, “Also, I 
wanted to let you know that I really appreciate being part of your doctoral work. The 
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interviews are really beneficial for me. It gives me the chance to evaluate how I'm doing 
in the class, and evaluate my own songwriting habits. Thanks for giving us the 
opportunity” (Journal, October 25, 2012). While the Hawthorne effect should be taken 
into consideration in regard to her comments, it should be noted that Ruth was a hard 
working student capable of a high level of thought and work. She has done well in her 
academic career.  
I have included the difficult details of Ruth’s experience to provide a reference for 
the comments to follow that she made regarding the value she attributed to songwriting in 
her life. In Ruth’s plotline songwriting represented a turning point and an alternative to 
destructive behavior. 
Music as valuable in breaking her self-injury. 
Ruth felt that music played an important role in her life in dealing with her self-
injury addiction. She wrote in her journal of the power of music in her life: 
How the world, secular society, is touching the world, people in general and how 
we should be touching people with the words that we write. Something that the 
Lord can use to break addictions instead of strengthen addictions as the worlds 
influence does. I've had an addiction before and the Lord absolutely used music in 
a powerful way in my life, to bring about healing and just being open to Him 
(Journal, August 23, 2012). 
 
 Part of the hold Ruth’s songs had over her had to do with the comfort she found in 
singing them. When I asked her if she found solace in singing them to herself she 
responded emphatically in the affirmative. Later she explained that the song she had 
created for her semester song project was self-healing. At the end of the semester she 
described how the songs she wrote rather than being self-harming were restorative. 
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Where earlier in life she had reverted to cutting herself when she faced difficulties, now 
she was using her songs to speak into her situation: 
So, yeah, those were my, I guess, "aha" moments in that 'cause the Lord has just 
been ministering to me through the song as I'm writing it. Because, um, it's just, 
it's just a reminder every time I see something that's beautiful that God's made. It 
reminds me he doesn't make ugly things [laughing], y'know. He made me and he 
created me for a purpose. Y'know, it's just some of those elements that may not be 
addressed specifically in the song but just writing it has kind of opened my eyes 
to other things as well (Interview, December 2, 2012). 
 
When I asked Ruth to described her sense of God ministering to her she explained: 
In these moments of the Lord "ministering to me" some specific truth of His 
Word (the Bible) became clear, often times that clarity was about the peace that 
comes in having a relationship with Jesus Christ. "I was ministered by the Lord", 
meaning I felt encouraged by Him. As in the interview of Dec. 2 talking about 
writing a song and how the Lord ministered through that, what I mean to say is 
that through, typically lyrics, the Lord helps me to better understand His word and 
how he views my life as valuable. Or even in the music part of writing, I'll start 
vamping on a progression and it becomes prayer, a conversation between me and 
my Lord, which overwhelmingly brings a sense of peace. By minister I believe I 
meant that I personally felt clarity of His word, comfort, peace, and the 
closeness of the Lord. In Phil. 4 [Philippians 4] it talks about the Peace of God 
surpassing our comprehension which will guard our hearts and our minds in 
Christ Jesus. (Ruth, personal communication) 
 
Empowerment and Agency 
 Ruth felt strongly about the sense of control she had over her songs. As a part of 
her coursework, she felt that she was losing control over her songs, which she equated 
with being less in control of her life. She explained: 
R: I don't have as much control as I would. I don't, humph. I... 
 
I: Is that, is that disconcerting?  
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R: Um.. 
 
I: Is it frustrating?  
 
R: It's frustrating.  
 
I: Uh huh.  
 
R: But, I think it's right. I think I'm supposed to have less control over some, most 
things in my life. [laughs self-consciously] Um, I'm just trying to figure out what, 
what I'm supposed to be surrendering and, um, writing is definitely part of that 
(Interview, October 24, 2012).  
 
 She was able to balance the loss of control with the value of the knowledge and 
the skills she was learning regarding something she loved. Ruth claimed that being able 
to create a song idea in a short amount of time gave her greater control over her ideas. In 
her final interview she described what went through her mind as she worked on her song 
idea. She was surprised by how much she could write in a short span of time. Her strong 
comments at the end of the quote exhibited her building self-confidence. She said:  
That was kind of interesting to see how much came in so little time. I was like, 
"WHAAAT!" I mean it wasn't that great. It was still kinda cool that it just was out 
there. Um, I guess that's one of the things I could say I've learn is just there's a lot 
more potential to actually write than, um, 'cause you psych yourself out of, I 
psych myself out of things. And I'm like, 'Well, I have got a, like, this type of time 
frame to write and I have a whole song to do or more than one song.' And I'm just 
like, 'Uh! [whispering] It's not going to happen.' So, but yeah! I wrote a chorus 
and a verse and it had a kind of a nice hook and it came out in like, in less than ten 
minutes. Yeah, I was actually done before everyone else 'cause I was like, 'This is 
it! I'm not fixing it. BAM!' Yeah (Interview, December 2, 2012)! 
 
 By the end of the semester Ruth felt that she had learned to prevail in her writing 
even when it was difficult emotionally. She explained with a sense of poise: 
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I mean, yeah. I think I've come, I think I've come a long way in just being a little 
bit more up front about the things I'm writing. I'm like, 'OK. Take it or leave it 
this is what I wrote.' [chuckling] I'm just kind of putting it out there. So that's been 
beneficial (Interview, December 2, 2013). 
 
She embraced the idea of writing in all circumstances and giving voice to her 
deep feelings. She claimed that out of emotional difficulty she could produce strong 
emotional expressions. She I asked what she had learned she asserted:  
[takes breath, sighs] To not give up when maybe it seems, maybe in the, um, 
technical side of things it gets difficult when you feel dry [chuckles]. Or maybe 
not to give up when, um, it seems overwhelming to even deal with it at that 
moment. When really that's when it needs to come, like some things need to just 
come out (Interview, December 2, 2013). 
 
Meaning Making in Songwriting for Ruth 
The Intersection of Meaning and Calling 
 Ruth struggled at the beginning of the semester with a sense of meaning and 
purpose. She felt insecure regarding why she was at Freeman University and why she 
would pursue songwriting. She wrote in her journal: 
Last weekend I had the opportunity to lead worship for a college retreat in South 
Carolina and it set this week up really well. Prior to that I had been really 
discouraged with all the busyness of school and just trying to figure out why I was 
actually here. During that retreat I felt like the Lord encouraged my heart to finish 
strong and that there is a purpose and a plan (Journal, September 14, 2012). 
 
She described how songwriting had been a part of her life as a vehicle of 
expression of her faith experience and how she looked forward to fulfilling her sense of 
calling to ministry studying songwriting as a part of her study in worship: 
So, when I came to Freeman I was looking for someplace where I could study 
worship ministry 'cause I have felt like I have been called into ministry for a long 
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time now. Um, and when I took a look at all the different specializations you 
could have, that was something that jumped off the page at me immediately, 
because I have written songs from a young age to, up to this point. So I was like, 
well, we'll see what that looks like (Interview, September 21, 2012). 
 
Songwriting as an Expression of her Spiritual Life 
Ruth held that songwriting was meaningful in helping her feel closer to God as a 
personal expression of one person to another. She maintained, “I love writing and I love 
coming, like, I feel the closest to the Lord when I am writing, and um, when I am writing 
lyrics to him” (Interview, September 21, 2012). 
She also felt that songwriting helped her to make scripture become more personal 
in making the ideas her own. Instead of simply reading scripture perfunctorily out of 
habit or religious duty she felt the need to make meaning of it within her own subjective 
experience. She explained: 
…when you're in, um, when you're in church or I feel like even when you're 
reading scripture sometimes for me it's not as personal because you’re like, well 
this is what Christians do. It shouldn't feel like that, but it does sometimes. But, 
for songwriting and writing lyrics and melodies that is something that only I have 
come up with that melody and it's because the Lord is with me. Yeah [chuckling] 
(Interview, September 21, 2012)! 
 
After a lyric writing praxis she reflected on the spiritual meaning behind her song 
idea. She wrote, “I wanted to write about the moment of someone realizing the weight of 
sin, realizing that it was for our sin Christ gave Himself up in love” (Journal, October 4, 
2012). 
Ruth said that she found meaning in writing outside in natural settings and 
connected them with her love for God. She loved looking into the sky at night as an 
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inspiration for songs about her spiritual life. She spoke about how she felt that 
songwriting gave her an outlet for expression regarding her sense of awe and wonder, 
which became a part of her song project. She explained:  
Yeah. Like for instance, um, I was getting out of my car I think it was last night 
and I was like the stars were just something that really, just like, woah it’s so cool 
and so it was really, really dark last night and it was super bright, too. And it was 
just like, wow, it was just like my cares were melting in to the deepness of what 
the sky is. Do you see what I mean, like, what the heavens are. And, um, I love 
that sentiment (Interview, October 24, 2012). 
 
Writing from her Context 
 Ruth found meaning in writing songs from within her spiritual context. When she 
went home for Thanksgiving break she was working at her old job and described how she 
was in a place where she felt “absolutely drained” (Journal, October 18, 2012). She also 
revealed that she was in a period of questions about God and about herself. She 
responded by creating a song framed by her situation. She wrote: 
Today in praxis I wrote about how God rescues. The background on my desktop 
is a giant wave and it just reminded me of how I feel like I'm being swallowed up. 
So the metaphor I used was God being a lifeline; the ones that sailors would tie 
around themselves so that if they were washed overboard they would not be lost. I 
think I missed the dichotomy part of this exercise but in general I liked what I 
came up with. I would like to continue to tweak these lyrics. The subject matter is 
so personal right now, it could be the makings of song (Journal, October 18, 
2012). 
 
 During the praxis, where students studied the tops songs on the Billboard online 
website and the Christian Music Weekly with regard to form, Ruth expressed her concern 
for the meaning of the songs. Her analysis of these songs brought important knowledge 
regarding the current songwriting domain. The comparisons of other songwriter’s work 
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were helpful in showing her the value of analysis and critique of current songs and of her 
own songs. She described her reaction to the lyrics of both secular and Christian 
categories: 
So this week in praxis we were looking up different top charted songs. I don’t 
really listen to secular music so my first thought was “Wow, this is really good 
music” but then as I was listening to the lyric content the overall theme of these 
secular songs, they are kind of disturbing. I can’t imagine the people who are 
listening to this music as really understanding what they’re listening to. The 
lyrical content was mostly demeaning, hyper-sexual, and hateful. While listening 
to the Christian top songs, it seemed like we didn’t have a lot to say and it’s not 
being expressed in a musically relevant way either. “10,000 Reasons” was, in my 
opinion, the only song in the top 5 of “inspirational songs” that was musically 
excellent and solid lyric. Songwriters have their work cut out for them. This 
praxis was eye-opening in that we songwriters in this program cannot settle for a 
typical good Christian song, really that’s just not good enough (Journal, 
November 2, 2012). 
 
Strategies that Ruth Employed 
Creative Sequence  
In her songwriting Ruth found that the melodies came to her with words together. 
Ruth explained how she built her song ideas: 
I: Did you think of the words first or did you, did you hear melodies? 
 
R: It would be melodies, but, like the words were there with it. So, it's not like 
that they were, it wasn't two separate things. So.. yeah. I would, uh, come up with. 
Well, for instance, when I was going through all that mess there was this one 
thing [singing in minor mode]  
 
    1    2     2-3   1    1        2        2-3 
"One last time, a blood stained knife 
 
  1     3    2   2  1     1      1   3-2 
And maybe it will take the pain..." 
  
141 
So, it's just, real things that were going on at that time that I was like, I can't tell 
this to anyone else. So I am going to put it in a song. And, uh, kind of let it go 
(Interview, September 21, 2012).  
 
Ruth situated her creative songwriting as a story-line sequence. She explained:  
So, um, I would, normally I came up with the verse first and it kind of flowed 
from there. 'Cause in my mind the things that I was writing was a story line. So I 
would start at the beginning and I didn't know where I was going honestly with it 
(Interview, September 21, 2012). 
 
She explicated how she used a story-line approach, which she said made sense to 
her as a metaphor of how her life progressed: 
My life felt like a big mess anyways. So to try to figure out the ending before 
going through the life of it, so, was impossible. [joking] It felt impossible 
[laughing]. Um, so, I'd start with the, with the verse and it always flowed natural 
into a chorus. Y'know? And, um, second verses were always hard and YEAH! 
Second verses are always hard. And then I, um, most of the time my songs had 
bridges too. So...bridges were always pretty easy though because it was like the 
moment of aha. The aha moment (Interview, September 21, 2012). 
 
Using Technology in Songwriting 
While Ruth used technology to help her in her songwriting, she confided to me 
that she was not comfortable with the more detailed aspects of the software and 
hardware. During the praxes I observed that Ruth used both traditional methods and 
newer technology. She used pencil and paper and wrote out her ideas in a notebook. She 
also used Garageband to play a keyboard sound. During an early praxis, she was writing 
duplum [medieval polyphonic practice adding a second voice above a cantus firmus 
chant] and used the same piano timbre for both parts. After class, I asked if she had 
considered using different timbres to better express her ideas. She shrugged her shoulders 
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and indicated that she did not know how to assign the channels to different voices. Ruth 
played the piano or keyboard and recorded the audio into Garageband but she had not 
learned how to plug her MIDI keyboard into her computer or to use multiple tracks and 
change the MIDI sounds in Garageband. I showed her how to assign different sounds to 
her tracks in Garageband. In her journal that week, she wrote how pleased she was with 
the way her song sounded and how wonderful she felt it was to experiment with her song 
ideas in different sounds. She had heard others using multiple sounds in their songs and 
wanted to do so in hers as well. She noted that when she changed the voices from piano 
into other instruments her two-part polyphonic excerpt seemed to come alive (Interview, 
December 2, 2012). 
Digital music notation. 
Ruth was also excited about using music notation technology to capture her ideas. 
She had taken a class in Finale notation software the previous semester and had been 
digitally notating her ideas. She explained her developing interest in Garageband and her 
use of Finale software, “Of recent I've been using a lot more of Garageband. And last 
night I was working a lot in, I have Songwriter Finale on my computer. So I was doing a 
lot on that” (Interview, October 24, 2012).  
Online songwriting resources. 
Ruth preferred to use a formal rhyme scheme in her lyrics. She disclosed that 
when she had difficulty rhyming she would use online word helps including an online 
rhyming dictionary and a literary devices website. She explained: 
When I go sit down to write I don't automatically go pull up a rhyming dictionary. 
I, I think it's when I get stuck on a word. Or like an idea. If I can pull up a 
  
143 
rhyming dictionary for, OK, this word works, but what other ideas can go along 
with it (Interview, October 24, 2012). 
 
Recording her ideas. 
Throughout her songwriting experience Ruth used recording devices as tools to 
capture her ideas. She clarified the types of devices: 
Um, when I was little it was, uh, tapes, tape recorders. Um, and then as I got older 
I had, I had either a friend who had a Macbook and or I got a Mac and I'd go to 
Garageband and put some of that on it (Interview, September 21, 2012).  
 
Instruments 
In the praxis Ruth liked using the MIDI keyboard and playing through 
Garageband on her DAW. She claimed that the piano helped her to realize her harmonic 
ideas using extended chords from her music theory class. During the praxes, I observed 
that she improvised her ideas on the keyboard and transcribed the notes on a piece of 
sheet music. After the praxis regarding organum she explained: 
I wrote some rising motions and the rhythm itself was quarters, eighths and some 
dotted rhythm. I wanted the first melody to move around and be kind of like a 
"gloria" feel. The organum I wrote, after completing the C.F. [cantus firmus] was 
made up of more half note and quarters, it was much more simple than the first. I 
really liked how they fit over each other (Journal, September 7, 2012). 
 
Defining the Moment 
 Ruth identified with creating the moment in the opening processes of her songs. 
Not only was the concept of defining the moment studied during the early portion of the 
class, but during the previous May she had taken a songwriting intensive where the 
moment concept was explored in both songwriting and in performing. She wrote in her 
journal about defining the moment in planning out her song in the second praxis 
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regarding stepwise melodic motion: 
I wanted my moment to be a funeral march, so I went with a minor feel, I think it 
was Dorian. I also wanted to be able to start the imitation after the first measure 
so before I started writing I thought about the harmonic progression. I was careful 
to write a melody that would work at several points in the implied harmony. This 
week's praxis was encouraging, I really liked what I came up with and was glad 
that you had time to listen to it after class (Journal, September 14, 2012). 
 
Rewriting 
 Ruth felt that rewriting her original ideas was important. When she didn’t like the 
lyric she would rewrite them. She explained, “Yeah, and if I wasn't satisfied with the first 
lyric that came out of, came, I would normally keep the melody and just tweak the lyrics 
if I needed to (Interview, September 21, 2012). 
Regular Short Writing Episodes  
 Ruth incorporated a regular writing pattern into her schedule early in the semester 
after the first praxis, which incorporated a short writing episode. She described the affect 
her regular writing had on the quality of her lyrics: 
Since our first praxis, I’ve been writing for 10 minutes every day about the most 
random topics anything from my peach-tea scented Mac book to the Chinese 
panel that sits by my bed. Even in such a short time I feel like my lyrics are better 
and I’ve become so much more aware of my surroundings, the smells, textures 
and sights of life that invade my daily routine. I’m really loving this class, Thanks 
~ Ruth (Journal, August 31, 2012).  
  
During another of the lyric writing praxes the validity of short writing episodes 
was reinforced. Ruth wrote her perspective: 
I was rushed, (due to leaving early for sound check) so I'm not sure if I 
accomplished that but overall I liked what I had to turn in. It's amazing what can 
come out in literally five minutes. I wrote the first line and then I immediately 
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went to a rhyming dictionary site because I was pressed for time and didn't want 
to sit trying to think of words that rhymed together. I had an aabb verse form, 
there were 8 syllables in the first 3 lines and 10 in the 4rth, I would have liked it 
better if they had all been 8 but perhaps with the right music it could work as is. 
I'm sad I didn't get to hear everyone else's, that's always the best part of the class 
:) (Journal, October 4, 2012).  
 
Utilizing her Knowledge in Music Theory – Intervals and Formal Structure 
 Ruth felt that music theory enabled her to write her ideas down so that she could 
keep them and return to them. Before becoming skilled in music theory she claimed she 
would loose her ideas because she did not have a way to record her ideas or write them 
down. After she learned theory she wrote the chords under the words to help her 
remember the melody. She equated theory to the discovery of musical language skills: 
And the year before I went on the road I, um, had taken my first theory class and a 
whole new world was opened up. I was like "Wow, this is amazing, and how 
chords work. And, uh, it was mostly chordal theory and just how things flow 
together and the number system and I was like [whispering], "Oh my gosh. That's 
amazing!" So, yeah! Um, theory applied to how I wrote. Well, let's see. Just 
having a language to write it in was nice. Yeah, 'cause it’s, it wasn't that it 
changed how I was writing or what I was writing. It was just that I could write it. 
write it down! [chuckle] And not just have to keep it in my mind.” (Interview, 
September 21, 2012). 
 
 Ruth found that writing out intervals numerically helped in transcribing her 
melody, analyzing her melody, and exploring possible harmonic settings for her melody. 
She wrote: 
I think writing out the intervals for the melody is going to help later in my writing 
because I can figure out what chords can be used with that melody line, I'll be 
able to get out of the 1-3-5 melody (Journal, September 27, 2012). 
 
She gave an account of a conversation she had with a classmate explaining how 
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she used this strategy in her songwriting: 
I like the idea of putting, I even told somebody else, "You should put the number, 
or scale degree." I guess this is how you would say it. "..for each of the notes so 
that you can have all these different options of chords because you just, you get 
stuck in this 1-4-5 boat [harmonically]. And if you don't open yourself up to more 
chords you'll stay there. And it's just not, it doesn't make for a happy song. For 
um, yeah, for songs that are gonna get, go somewhere (October 24, 2012). 
 
While songwriting always held value for Ruth the study helped her better 
understand the theoretical form and structure. She spoke about how what she had 
assimilated had helped her in her writing: 
There's actual elements that you can put in place. Like, think, like think about 
your framework of a song. Think about metaphors and all these different parts of 
a song. Like, the meaning of a bridge. What does a bridge do? Actually 
identifying what that is. Even though as a songwriting, uh, sometimes you come 
and just have this general, 'Yeah, that's a bridge. I can hear what a bridge sounds 
like,' y'know? But actually to label it or define it just really is eye opening. It 
helps you to kind of formulate those things better (Interview, December 2, 2012).  
 
 In the praxis on form Ruth chose to analyze the songs in the pop category. In her 
journal she reviewed how her findings indicated that top songwriters were very 
intentional with their formal structure: 
So today, as we worked on listening specifically for form it was interesting to see 
that all my favorite songs have an even structure. Most songs that had 8 bar 
phrases for the verse also had 8 bars in the chorus ...or doubled at 16. I did 
different styles, Beyonce, NeedToBreathe, and Barbara Streisand and they all had 
form. I've heard songs that are aesthetically pleasing however that are through-
composed, which I guess is a type of form, just without many repeats if any. All 
pop songs though seem like to really be effective must abide to form. People are 
used to hearing structure, I think it's part of how God created us. We want to see, 
touch and listen to things that are structured in some sort of way (Journal, 
November 15, 2013). 
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Metrical foot.  
In all of her song submissions and praxis work Ruth paid particular attention to 
the metrical foot and provided a syllable count after all of her phrases. She claimed her 
knowledge regarding metrical foot was not new and that she always thought about it. She 
asserted that when the count did not have the same metrical foot she would throw it out 
(Interview, October 24, 2012).  
Tone and harmonic painting. 
Ruth was studying extended harmonic language in her theory class concurrent 
with the songwriting survey. She was excited to incorporate her new knowledge 
regarding harmony to enhance the songs she was working on during the semester. She 
excitedly claimed: 
Yeah, so that's been good and it's kinda opened new things as well. I've been 
learning, in conjunction with the theory class I've had, like, um, learning about 
counterpoint and um, different, I guess, secondary dominants.  
But not just the normal major two. But like it can even be a five of five of five. 
Something. You know what I mean? There's just so many things you can do with 
that. And I LOVE, um, half step migration. I just love that; the feel of it. So 
pretty. So, being able to add those things in where it just doesn't seem like it.. 
[more animated] Oo! For the prechorus in my song I'm working on for this class, 
it's um..., there's a line where it talks about y'know who made each star, or who 
named each star. And I want on each star around the end of that I want to be able 
to go, I think it would be a secondary dominant function 'cause I want to go to a 
different key. 'Cause I want there to be a lift in the song almost like you're going 
to a different layer, or heaven, heaven (Interview, October 24, 20120). 
 
As she reflected back on the semester she identified melodic and harmonic tone 
painting as a musical device she incorporated actively in her songwriting. 
Tone painting, yeah, um, for some of the lyrics, like, that's been something that 
I've been thinking a lot about not just melodically but even harmonically. Like, 
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marrying those, the prose and the melody and, um, the chords that you use and, 
like, how the movements go. [animated] Those types of things. It's a LOT to 
THINK ABOUT. Honestly, like, you sit down to write a song and you're like, 
'Wow! There's so much to actually think about when you, y'know, start going" 
[chuckles] (Interview, December 2, 2012). 
 
Song Project  
The inspiration for her song came while driving home from school one evening. 
When she got home she stepped out of the car and looked into the sky. She had wanted to 
write a worship song about the sky. It was cold and she could see her breath. She added, 
“It was beautiful and, like, you can see the heavens and just the starlight and it was SO 
beautiful. Just soak in the presence of God. It was amazing! Um, yeah, so that's kind of 
how that started” (December 2, 2013).  
 Ruth explained the sequence of the creation of her idea: 
I: So you, you had your own little experience there.  
 
R: Oh yeah! When it's cloudless and I can see the sky I just take it in. I'm like, 
"Oh, Lord!" [chuckles] It's so pretty! It's so beautiful. Your majesty. And it's so 
big and just to think about his transcendence yet it's so close because God is with 
us, y'know. And I was talkin' about it with other people and we were, we were 
thinking, y'know, how the stars were made, all creation was made to worship 
God, right? We were too, but we have a choice. And when we worship God it's, 
like, it's on, it's a sacrifice that kind of, in a way, that we're giving to the Lord. 
We're like, this is all I have but God it's yours. Whereas the stars can't do that. 
They just, they worship God because that's what they were made to do. So, it's 
joining with creation in a song that's already happening out of our own choice... 
 
I: Hmmm. 
 
R: ...because we can. Because God loved us so much he gave us the opportunity 
to say, "Yes, I will worship you." Yeah. So that's what my song's about. [laughs] 
Um.. 
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I: That's the inspiration of it. 
 
R: Yeah, um, and so yeah. I sat on my bed and had my little recorder out and I 
was like, 'OK. What are just some descriptors of the sky?' Awestruck, wonder, 
majesty, all these different things. And that's kind of what made up the verses was 
these different descriptors of what it, what it is I'm looking at. What it is that 
describes the heaven and a piece of God, who God is, y'know, and elements. 
 
I: And it's your emotional response. Awestruck, and… 
 
R: Yeah. 
 
 After writing descriptors based around the dichotomy she had created she went to 
the piano and worked on the harmonic setting. As she had said previously, her melodic 
ideas were attached to her lyric. After arriving at some verse ideas she felt worked she 
had trouble creating her chorus. She wrote a prechorus that was a response to who God 
is; the idea of coming and singing with creation. But she was not satisfied with the chorus 
she had created. When she went home for Thanksgiving break she kept working on the 
lyric but she did not have a piano, which she felt inhibited her musical exploration. As 
she worked on the song some bridge ideas came. She brought the star idea into her bridge 
as “Safire stars, Safire skies, and a night filled with fire. Speak of God’s glory, speak of 
glory, and a King sitting higher.” She attributed some of her ideas to praying over them. 
She commented: 
Some of the lines that came out of that I just took those lines and kinda prayed 
over them and was like, "God, how does this, how does this apply to me?" 
[laughed] Y'know. Um, yeah, because some of the things that you write, you're 
like, where did that even come from? Just kinda came out [chuckled] (Interview, 
December 2, 2013). 
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 She explained that she wanted her song to be congregational with an ethereal 
transcendent type of feel. By congregational she meant the song needed to be simple 
enough that all in the congregation gathered for worship could sing it together rather than 
as a solo setting. To be congregational the range of the song needed to be within an 
octave, predominantly stepwise motion with limited leaps and skips. She continued to 
have difficulty with her chorus, so she decided to write several others. She said that she 
did not like that her bridge was stronger than her chorus. She was concerned that after 
singing the bridge the worshippers would not want to go back to the weaker chorus. She 
also felt that her chorus was too redundant and that she wanted to touch on the idea of 
free will and choosing to worship. She explained her thinking and where she had taken 
her ideas: 
Like it's our worship to God because we have that free will to do it, y'know. Um, 
and I think I did that. So I'm happy with that. Yeah!  
 
It's interesting 'cause now I'll go through my song and be like, OK, now I want to 
do this here. And I, and I have the focus to be able to sit down and be like this line 
needs to be more focused in this one area and then just write it, y'know. 
[chuckles] It's nice. So, yeah! That's kinda where I'm at (Interview, December 2, 
2012). 
 
The lead sheet that Ruth produced of her song is provided in Appendix E. The lyric she 
ended with was: 
Verse 1 
Breathless wonder the jewels of the night  
Sing Your glory, holy 
My voice joins the praising 
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Prechorus 
Who can know? Who can imagine? 
The maker of each star,  
So high above yet never far.  
Who can know? 
 
Chorus 
We come to sing, sing with the heavens 
Come to sing, and wait in Your presence 
You are near, and when all else has faded 
When you who created all have come 
Still we come to sing  
Still we come to sing, sing. 
 
Verse 2 
Awestruck speechless all life comes from Your breath 
The heavens, all things 
They join in the chorus. 
 
Bridge 
Sapphire skies and a night filled with fire 
Speak of glory One King sitting high  
All Glory, Hon-or, Praise to the One  
All Glory, Hon-or, Praise to the One 
We come to sing 
 
Ruth explained that she had used tone painting as a tool in setting her lyric, which 
she set in the key of C major. Her verse melody (Figure 3) was primarily stepwise with a 
falling second as the lead motive in the verse, which seemed to capture the sense of 
breathlessness and wonder.  
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Figure 3. Ruth's final verse melody, lyric, and chords. 
 
At the prechorus she used ascending ideas beginning with a leap to lift the questions 
“Who can know?” and “Who can imagine?” (Figure 4). 
 
 
Figure 4. Ruth's Prechorus idea showing the leap of 5th. 
 
The chorus (Figure 5) begins on tonic (m.21 “We come”) and rises a 9th and then 
descends back to tonic. This highest part of the melody reaches to “has” painting the 
word “faded” with a falling second. In the chorus she made use of the half step migration 
she said she felt strongly about in moving harmonically G – G#dim – Am.  
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Figure 5. Ruth's Chorus showing the rising motion to "faded" 
 
A notable melodic feature in the bridge is the A-flat moving to A-natural on the 
word “fire” and “high all.” She had written the chromatic shift with the enharmonic A-
flat to A-natural rather than G-sharp to A that is implied in her harmony. Her harmonic 
shift exhibited the secondary dominant usage (E/G# - Am) that she had indicated earlier 
in her interview that she wanted to make use of in her songwriting (Figure 6).  
 
 
Figure 6. A section of Ruth's Bridge showing her use of her chromatic motive on "fire" 
and "high all" 
In Ruth’s earlier journals and interviews she spoke of trying to capture an ethereal 
sense in her harmonic setting. She said she wanted to use chords that were not typical. 
This was achieved in the chorus in her harmonic progression from 6m – 5/7 – 4; the 5/7 – 
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4 in retrograde motion. But her final chordal sequence written over her melody in the 
verses seemed busy rather than ethereal. The chord sequence she notated did not indicate 
the extensions she played in the verse for her demo as shown in Figure 3. The actual 
chordal setting for the first two phrases resembled more the following sequence: 
Csus  C  C/F  C(add2)/G  Em7 
Csus  C  Am6  Dm7  F4 
 
Her lyric and melodic ideas seemed to work together in capturing her moment. 
Her rhythmic pulse captured the natural inflection of her lyric. But her harmonic tempo 
seemed to move too quickly to capture the ethereal mood she wanted to express in the 
introduction and verse sections. While her harmonic painting was interesting it would 
have been perhaps more effective if she had set the introduction and verse in two measure 
harmonic phrases rather than changing her chord in every measure. Yet her song showed 
intentional connection between her lyric, rhythmic, melodic, and harmonic ideas that she 
had spoken of throughout the semester. She had started with an experience of gazing into 
the night sky and through her songwriting knowledge and skill created an expression of 
her awestruck wonder of God.  
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CHAPTER 6 – ROSE’S STORY 
Rose’s Background 
 Rose was a second-year student interested in the artist specialization. She grew up 
in the South and was homeschooled through high school. Her father was an amateur 
musician who began teaching Rose piano when she was seven. She enjoyed singing from 
as long as she could remember. Her mother told her that she harmonized from when she 
was 3 years old. She wrote her first song when she was 16 and picked up the guitar at 17.  
Rose’s mother played piano studied education in college. She was a homemaker 
and homeschooled her children. Her father was a graphic artist and kept active as a 
pianist. The family was active in their local church and her father would fill in for their 
music pastor to lead worship when the music pastor was gone. Although both parents 
supported Rose’s decision to study music, her mother was concerned about Rose finding 
a job. She said that her dad gave her the feeling that she could achieve anything.  
Rose identified herself as a musician and as a songwriter in training. She chose to 
take the songwriting survey class to fulfill the artist specialization degree completion 
requirement. At Freeman University she was studying voice as her primary instrument 
and guitar as her secondary instrument. She had studied piano for seven years and then 
stopped. She explained that she felt remorseful for quitting piano lessons with her father 
and remarked, “I didn't really convince him to stop giving me lessons until I was thirteen 
but now I kind of wish he would have kept on making me take lessons.” (Interview, 
September 17, 2012).  
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Difficulty and Tragedy  
 An important theme for Rose in her songwriting was writing through difficulty. 
Rose felt that songwriting gave her a voice to express her feelings in the midst of trial. 
She claimed that it was more difficult for her to write when she was happy and said, “I'm 
able to write a lot more during difficult times. When I'm really happy it's harder for me to 
write because it's like I don't really need to express how I feel as much” (Interview, 
September 17, 2012). 
 Rose had a tragic experience her first year in college, which was a year before this 
study began. In the first semester of her freshmen year she was injured in a fall from a 
70-foot bridge. She was rushed her to ICU with severe injuries that kept her in the 
hospital and in an out of surgery for several weeks. At the time of the study she was still 
struggling with pain particularly in her arms, which had taken the brunt of her fall.  
 During the semester we talked about how the tragedy had affected her and her 
songwriting: 
Ro: In the past year I've changed a lot. Um, a year ago I hadn't been through 
many, like, deep trials that would have, um, just like that songs would come out 
of. And my relationship with God wasn't as deep because of that. And so, uh, I 
feel like a lot of my songs were more surface and not, not as deep as they are now. 
And then about a year ago when I went through a tragedy that really just 
deepened my relationship with God and it deepened the songs I was writing and 
just what was coming out of me. Because, um, like, I had more of a, I don't know, 
a deepness inside. So, that's, like, that's pretty much changed everything. 
 
I: Do you feel like, like I mean if I could have visited you in the hospital, I saw 
some pictures. Um... did it ever go through your mind, 'Wow, this is just over. I'm 
gonna go home and I'm done and, or was there hope? I think your family are very 
hopeful people. 
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Ro: No, I never thought that, like, anything was over pretty much from the day I 
woke up in the ICU. I was like, I'm doing back to school as soon as I can. And, 
um, I wanted to go back for a second semester, like, since the beginning and.. 
MOST people were supportive, some people were, like, I don't know if that's 
going too happy [being overly optimistic]. But I just kind of held onto that and 
that's what I worked towards. And, um, so I think that having that goal even 
helped a lot. Helped me like recover faster because I had that goal in mind. And I 
came back. I never, I never thought about not coming back or just going home 
and quitting. 
 
I: Do you think your focus has shifted? Do you, you talked a little bit about that, 
um, to, I don't know, uh, I don't know how to say it, see pain in a different light. 
 
Ro: Um hum. That verse in James 1 that says, "count trials all joy." [James 1:2] 
Um, before the accident I never liked that verse. I was like, no I just couldn't see 
counting trials as joy. I just couldn't see the good coming out of bad things 
happening. And then now I can, looking back, I can see that God takes bad things 
and he uses them for beautiful things. He uses them to draw you closer to himself. 
And you still look back and you're like that was a bad time, but you see how far 
it's brought you and you wouldn't wish it away.  
 
I: I mean you've gone through so much pain, I, I can't, um, I can't quite imagine 
that. I've not been through that. Um, do you still have bouts with that or are 
you...? 
 
Ro: Sometimes, sometimes. God has healed me a lot, but it's still hard sometimes.  
 
I: 'Cause your hands, you, you... 
 
Ro: Yeah, that's hard. It's hard, um, if I'm playing guitar and, like, my wrists are 
hurting. It's hard 'cause I think, 'God, if you want me to play guitar why would 
you have let this injury happen.' But, um, I know that somehow there's a purpose 
of just, like, to make me work harder (Interview, October 29, 2012). 
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Why did she write songs? 
Rose recounted why she wrote her first song saying it was a way of expressing 
how she felt. She was not into journaling and she felt the song was a type of musical 
journal. She explained: 
I guess songwriting was more of an outlet that I liked and I started writing when I 
was about sixteen I think. And I wrote one song and then like the more, the more 
songs I wrote the more I wanted to write. I guess the more it came to me 
(Interview, September 17, 2012).  
 
The Value of Songwriting for Rose 
Rose valued songwriting for the sense of agency that it gave her. She explained, 
“I mean, some songs other people write can express how I feel, but when I write it's 
exactly what I want it to be” (Interview, September 17, 2013). 
Building Self-Confidence Through Praxis 
Rose found the praxis to be both a time of difficulty and frustration and one of 
personal growth. She found the praxis on polyphony difficult at first, but once she had 
started writing, she felt better about it. She wrote: 
This week's songwriting praxis was really difficult for me. I've written melodies, 
but it is not one of my strengths, and polyphony was hard. It was really 
overwhelming and I felt like I couldn't do it. I made it through alright though. 
Sometimes if I just start a project like that it turns out that it's not as hard as I 
thought, or at least that it's possible! It was pretty scary at first though (Journal, 
September 7, 2012). 
 
She equated building her self-confidence with her relationship with God. She 
explained:  
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I think maybe through the overwhelming things that I think I can't do, God is 
teaching me to rely on Him more. I am definitely going to have to to get through 
this semester if it's like this already. It is true that so far with all the craziness this 
semester, God has worked everything out for good. It's definitely a good lesson to 
be learning (Journal, September 7, 2012). 
 
When I asked Rose what she felt she had learned by mid-semester she pointed to 
the praxes as important in her development. She explained how she had worked through 
frustration:  
R: Um, I feel, I felt pretty good about most praxes. There've been a few where 
what I've written just wasn't exactly what I would have expected or what I would 
have wanted from myself. But mostly I’m surprised at what I come up with. Like, 
it's better than I would have thought.  
 
I: Did you, did you anticipate sharing or was that kind of and angst piece for you, 
or in that praxis time when we do the presentations.  
 
R: Oh, umm..yeah the first week or two it was stressful, but I enjoy it now 'cause 
getting the feedback is good.  
 
Empowerment and Agency 
When I asked her what she had learned about herself in the process of creating her 
song project she said she felt that she had gained more control over the process. She 
responded: 
Um, that, um, I can do more than I think I can do. Like, I kind of underestimate 
mys’, myself, I underestimate myself often times and think that I can't, like I can't 
write a song. I'm not really a songwriter. But when I really sit down and like 
know what I'm doing and put my mind to it I can (Interview, October 29, 2012).  
 
She confirmed her sense of empowerment in her final interview in reflecting on 
the song project and how it came out. She said, “…through recording my song and 
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finishing up for the song project, um, I've learned that, like, I kinda surprised myself. I've 
done more than I thought I could” (Interview, December 10, 2012). 
Applying New Knowledge and Skills in Songwriting 
Rose found that applying the songwriting concepts she was learning in class had a 
good affect on her song ideas. The concepts that Rose was drawn to were of creating the 
moment, using repetition to make her songs more memorable, using the melody and 
harmony to express the lyric, and trying to sustain harmonic tension. The moment 
concept is to choose a central idea or emotion that defines the song. These new ideas 
were all changes in her understanding of the songwriting process. She explained that 
while she knew of some of them she had never implemented them in combination in her 
songwriting before the class. She wrote:  
It's crazy how the things I've learned in this class, simple things like creating the 
moment and tone painting, I have already been able to start applying and how 
much good use of those things affect a song. It's really cool to see (Journal, 
September 28, 2012). 
 
 By the middle of the semester Rose felt equipped with the tools she needed in 
songwriting. She confirmed the value the study had for her: 
I feel a lot better about it. I feel like I've come really far just from before I started 
this class. Like, I was OK before, like I could potentially write songs, but I feel 
like now I actually have the knowledge and the tools I would need to actually 
write a song (Interview, October 29, 2012). 
 
She continued: 
Um, before I knew lyrics that sounded good even though I didn't know the 
specifics about how to construct them. I could put together lyrics that sounded 
pretty good in my head, um, and like basic chords, basic melodies. But I didn't 
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know how to put thought into how a melody is constructed, what chords to use, 
um, like, metaphor and stuff (Interview, October 29, 2012).  
 
Embracing Songwriting as a Craft 
I asked Rose what she felt she had discovered about songwriting at the mid-
semester interview. She itemized a detailed list of the aspects of songwriting: 
Um hum, it involves a lot more detail and steps than I originally would have 
thought. There's, like, constructing the lyrics, constructing the melody, the chords, 
um, dynamics, there's a lot of different steps. And then the rewriting process; I 
never would have thought about rewriting it, like, 32 times, like that one guy or 
like that many times. So, it's just more involved than I would have thought 
(Interview, October 29, 2012). 
 
In her final interview Rose framed the knowledge she had learned during the 
course in contrast to what she did not know before coming to the class. She explained: 
There's, there's a lot more that goes into it than I thought. You don't just sit down 
and just write, y'know. Um, there's a lot of aspects to think about, like, the rhyme 
thing and tone painting. And just so many things, um, that we learned about it that 
I never thought about before. And how when all that stuff is, like, really thought 
out and comes together the song is, like, so much more relatable and it all is more 
coherent together (Interview, December 10, 2012).  
 
She added, “I think everything that we've learned about writing a song is vital. 
[laughing] I had no idea what to do before” (Interview, December 10, 2012).  
Meaning Making in Songwriting for Rose 
It was my observation during the semester that for Rose songwriting was a 
narrative vehicle she used to make meaning of her life. The song ideas that she created 
during the praxes and the final song project were narratives given voice from her 
perspective. Although I observed that she tended to be timid and demure in her 
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countenance, in her songs she spoke about her circumstances with a sense of 
empowerment and boldness.  
In her second interview Rose related how her tragedy had changed her focus. She 
spoke about how the change had affected her songwriting as she worked to make 
meaning of the terrible events she had experienced: 
Ro: In the past year I've changed a lot. Um, a year ago I hadn't been through 
many, like, deep trials that would have, um, just like that songs would come out 
of. And my relationship with God wasn't as deep because of that. And so, uh, I 
feel like a lot of my songs were more surface and not, not as deep as they are now. 
And then about a year ago when I went through a tragedy that really just 
deepened my relationship with God and it deepened the songs I was writing and 
just what was coming out of me. Because, um, like, I had more of a, I don't know, 
a deepness inside. So, that's, like, that's pretty much changed everything. 
 
Life Purpose and Calling 
Rose felt that God had called her to lead worship and record and write songs for 
worship (Journal, August 31, 2012). She had auditioned twice for the worship school’s 
house band but did not make it in which was a frustration for her. Freeman’s ministry 
bands are heavily auditioned due to the tuition reimbursement and the opportunity to 
perform and travel. After the auditions, Rose balanced feelings of not being good enough 
with a spiritual awareness. She explained:  
I know for sure that God has called me to this, I never doubt that. But sometimes I 
am overwhelmed by the feeling that I'm not good enough. But spiritual emphasis 
week was definitely exactly what I needed. It just reminded me of how great God 
is and in comparison my little obstacles are so small. God used the whole week to 
revive my soul and I feel full of joy and peace now (Journal, August 31, 2012).  
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Connecting With God Through Songwriting 
 Rose wrote a song the second week of class that gave a glimpse of her thoughts 
regarding her tragedy. In her journal she made meaning of a prayer she had prayed to 
God during her recovery. Freeman University hosts a spiritual emphasis week each 
semester with a series of evening services that feature worship and a sermon. In her 
journal she wrote: 
I started writing one song this week. I should probably be writing more but it’s a 
start. I was reminded that last year during spiritual emphasis week, I was singing 
and going to the services and I just felt like I was far from God. Like I couldn’t 
feel His presence because I was living too much for myself. And I remember 
praying “break me of myself.” Then a couple months later, my life was turned 
upside down by a train accident and I ended up in the hospital. And as tragic as it 
was, it was exactly what God used to answer that prayer and it still amazes me 
and I love it how God used the accident in that way. So anyway as I was thinking 
about that I started writing this song about praying that prayer, with the 
perspective of knowing it would be answered through something difficult and 
tragic. It’s still really really rough, but some of the lyrics I have so far are: 
 
Cause I’m not really living 
If all I know is me 
But I don’t know how to change it 
Won’t You breathe Your life in me 
  
Break me of myself, I’m tired of me 
I hear Your plan is that I be Your hands and feet 
Break me even if it breaks my heart 
Take my life I give it all to You (August 31, 2012). 
  
 Rose explained that the meaning of her final project was to give praise to God 
through trial. She explained the idea in her second interview: 
Um... I wanted it to be about praising God through a trial and kind of deciding to 
stand up and lift my hands and praise him anyway even though times are hard. So, 
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um, I decided to organize it kind of by first, like, stating, like, what's going on. 
Um, and then kind of in the chorus, like, the resolution, like, this is what I'm 
going to do. And then, um, in the second verse kind of more of a positive spin. 
Like, it's going to be OK, still looking ahead (October 29, 2012).  
 
 On the anniversary of the train accident Rose wrote her feelings into her journal. 
She revealed the emotional struggle she continued to face and the extent to which the 
tragedy had been the focal point of her song project. She wrote: 
This week has been really hard. All I can think about is the train accident last 
year, as this week marks the one-year anniversary. In a way, it's a really positive 
thing, because God has brought me so far since then, physically and spiritually, 
and I wouldn't take back the incredible things He's taught me in the past year. But 
of course, it's also really really hard and emotional to remember such a difficult 
time in my life. The cool thing is, it's definitely helping me with my song project 
song since it's based on those events. As we've been talking about musical 
sections in songs, specifically pre-choruses and bridges, I think I want to rewrite 
at least the melody of my bridge and pre-chorus because I don't think they build 
enough tension (Journal, November 15, 2012). 
 
 In her final song project, Rose tried to capture the sense of victory that carried her 
through her tragedy. In her final interview she explained how during her trial she held the 
attitude that she would praise God and that he would bring her through: 
I relate back to when I was in the midst of that and, um, how that was kind of my 
attitude. Y'know, not all the time obviously but that was what my attitude that I 
tried to have, um, that I would praise God and that he would eventually bring me 
through it (Interview, December 10, 2012). 
 
Inspiration for a song from her prayer. 
 On one particular occasion Rose decided to write out her prayer. She excitedly 
wrote about her results: 
I've been writing more regularly and it is so helpful! I realized that I never really 
journal my thoughts and it could be really helpful with songwriting. The other day 
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I was praying and decided to write everything down, and it turned into part of a 
new song! I am definitely going to keep this up (Journal, October 19, 2012). 
 
Writing From Her Context  
 During a praxis regarding creating a verse and chorus Rose used her context to 
draw from. In her journal she provided the back-story to the process she used in the 
praxis: 
I used the moment of confusion/hesitation because I was very distracted in class, 
and that was really the only moment I could write about then. I'm facing the 
decision of whether or not to have another wrist/elbow surgery, and lately it's 
been pretty much all I can think about so when I write it ends up being about 
confusion and decisions. Which I guess is good, because I'm writing about where 
my heart is (Journal, November 9, 2012). 
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Figure 7. Rose's Praxis entry showing the organization of her verse and chorus 
 
Her lyric was taken from the insecurity in a relationship framed with the simile of 
a kite flying in the wind: 
Verse 
I’m so unsure of my mind lately 
I’ve been drifting, drifting across the sky 
Like a kite on a windy day,  
I can’t decide on you, baby 
I keep drifting every single way 
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Chorus 
Give me a reason to choose you 
Show me you’ve made up your mind 
Tell me that I’m the only one for you 
And I’ll stop my drifting if you’re mine. 
 
Based in a kite metaphor, her melody painted the lyric rising from 5 to 3 and then 
descended (Figure 7). Her chorus exhibited her understanding of tension and release as 
the melody moved to the dominant in the first couplet and to tonic resolution at the end of 
the second couplet.  
Making Meaning Through Song Analysis  
 Rose found the song analysis contributed in making the songs more meaningful to 
her. When she studied the hymn writer Fanny Crosby she wrote:  
I also enjoyed studying Fanny Crosby for the song analysis this week. She played 
the piano and guitar, sang, and wrote countless songs even though she was blind. 
Many of her well-known hymns are about the joy of Christ. It inspires me so 
much that she accomplished so much musically and seemed to be so joyful, and 
she was blind, and I don't even have any physical obstacles in my way. It was 
definitely inspiring to research Fanny Crosby's life (Journal, October 5, 2012). 
 
During the semester the band “Switchfoot” played on campus and she was able to 
hear a live performance of the song “Dare You to Move.” The performance was made 
even more meaningful to her having studied it in depth. She wrote: 
The song analysis this week was really fun, and even more meaningful because I 
got to hear Jon Foreman perform "Dare You to Move" on Friday. I have always 
loved that song, but I never even realized how much detail was put into it until I 
analyzed it for class (Journal, November 3, 2012). 
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Communicating Personal and Spiritual Meaning 
 Rose felt that the songwriting study helped her to become equip and she was able 
to build a skill set. She felt she could use these skills in the future in singing and in 
leading worship. She claimed that her new knowledge and skill had better prepared her 
for the calling she had described at the start of the class (Interview, December 10, 2012).  
Songwriting Strategies That Rose Used 
 Rose was surprised at the end of the semester by how much she had learned about 
songwriting. She felt most proficient in writing lyrics from within difficulty and used her 
knowledge to write and rewrite from within her context. But while she enjoyed writing 
and creating lyrics she was frustrated by the musical elements in her songwriting. Having 
taken only two theory classes she found the musical aspects of songwriting to be more 
difficult. 
Writing for an Audience  
Rose said that she had moved from thinking of songwriting only as a way to 
express herself to being able to address others with her songs (Interview, December 10, 
2012). In her final interview we talked about the audience that she had written her song 
project for. She explained that it was for people like her that were experiencing or had 
experienced trials and needed to hear there was hope (Interview, December 10, 2012). 
She added: 
probably more younger Christians would need this song 'cause they probably 
haven't experienced as much yet. But, really, uh, yeah, any Christian who is going 
through a trial or even just knows somebody close to them just going through 
something like that (December 10, 2012). 
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Using Technology to Record Her Ideas 
 Rose used paper and pencil most often in her writing, but she liked using her iPad 
video recorder to capture her ideas. After she recorded her ideas on video she would 
transcribe them onto her computer to organize them. She admitted that her written ideas 
were in various forms of disarray: 
I've been trying to type them all out and put them on my computer so they're all in 
one place. But, I've most of the time just written them in whatever journal I'm in 
at the time, so they're all over the place (Interview, August 31, 2012). 
 
Order of Writing 
 Rose typically started songs with a phrase or a word in her mind that she wanted 
to elaborate on. Her song ideas came from her context or from her devotional Bible 
reading. She recounted: 
most of the songs I have written have been out of circumstances in my life. But 
there's some that just, you know, like I would read a verse and that would inspire 
a song or something like that. So some that weren't really inspired of 
circumstances as much (Interview, September 17, 2013). 
 
Rose explained her songwriting process in her final interview as inspiration and 
the development of her idea. She explained: 
I try to, if I think I might forget like the way the melody is in my head I record it. 
But if I don't think I'll forget that part I just write down the lyric. But actually I try 
to write down, um, ideas that I have like that. But, yeah, I usually I don't start 
writing unless I'm, like, have an idea and I'm inspired by that. But what I do is not 
really like I can write songs in fifteen minutes or anything. It still takes a long 
time to develop the idea (Interview, December 10, 2012). 
 
 Rose described the place she usually finds inspiration as being outside and in a 
contemplative state: 
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Ro: It happens a lot of times when I'm kind of like quieter, y'know, like thinking 
even like sitting outside. I feel more inspired definitely outside than inside. 
 
I: Is there a setting outside? I mean like a... 
 
Ro: Um, just like, awesomeness. Like the mountains or the beach or something.  
 
I: Do you live, you live on campus. 
 
Ro: Yes, on the hill. So on the hill there's a really good view of the mountains.  
 
She said that her standard approach was to write the lyric and then to set it to 
music. She felt that the musical setting was harder to accomplish. This would play out 
through the semester for Rose as she created lyric ideas more readily than musical ideas 
(Interview, September 17, 2013).  
 Rose began organizing her song project with the verses and chorus. She created 
two verses that she used to build the theme into the chorus.  
it starts out talking about, um, when I find myself in these situations, um, I'll still 
praise you and hope in you and it goes to the chorus. And the second verse, um, is 
about, kind of, the hope that you see. So the first verse sets up the circumstances 
and the second verse is kind of looking to the future into the hope that we have. 
 
She added a third verse and then went into a bridge that she repeated and then back to the 
chorus. To finish her organization she added a piano introduction that used an 
arpeggiated figure. She used the second half of the introduction as her outro (Appendix 
E).  
Rewriting  
 Rose found that rewriting made her song better. She said that rewriting the song 
improved her lyric and made the song more expressive of her intended moment (Journal, 
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October 26, 2012). The discipline of rewriting her song project, while difficult, helped 
her move beyond an impasse that she had encountered. She described her rewriting 
experience as a breakthrough: 
This week I think I had a breakthrough with my song project. I rewrote a lot of it 
on Monday, and I think I finally moved past the point I was stuck at. Putting the 
line "Lifting my hands until this battle is won" at the beginning of the chorus was 
a really good idea. It was difficult at first because it changed the whole chorus, 
but once I figured out how to put the chorus back together it sounded a lot better 
and I even came up with a melody for the chorus, which I had been struggling 
with the past few weeks (Saturday, November 3, 2012). 
 
  In her final interview she explained that the rewriting process took her a month 
and in the end she had rewritten her verses and chorus. She changed her second verse to 
more clearly reflect the moment she was trying to create.  
Tone Painting 
Rose learned and applied the idea of tone painting to her lyrics. She explained in 
her journal: 
I think I did okay on the praxis, I made my lyrics a little more simple than I was 
supposed to I think but I was happy with the way I got the melody to express the 
words. I had the melody fall with the phrase "You are my peace" because it 
created more of a peaceful feel, then rise with the word "fear", then rise with the 
phrase "You are my strength" because strength seemed to go well with a building 
melody. I was excited that I was able to think that through when creating the 
melody, because that is something I would not have been able to do before this 
class (Journal, September 21, 2012). 
 
She felt that tone painting was one of the most appealing tools she had discovered 
during the semester and said the idea intrigued her (Interview, October 29, 2012). In her 
last interview she added, “I never really thought about that before and I think that it 
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makes a huge difference and I've, like, seen myself be able to use that in songs as I've 
gone through the class” (December 10, 2012). 
She described how she had used tone painting in her final song project. In the 
chorus for the words “I bleed” she used a falling melodic 3rd. She set the idea of hope in 
God in the phrase “I will hope in You” as a rising triad and reached a harmonic resolution 
dominant to tonic on the words “faithful God.” In the bridge she used a rising lined 1 1 3 
4 on the words “I will sing Your praise” (December 10, 2012).  
 Rose recounted how she used harmonic painting to express a lyric in a harmonic 
praxis. She wrote: 
What I did is put more minor chords into "God of this City," to emphasize a 
broken world, and ended a couple lines with a suspended chord, then resolution, 
creating the feel of the world's dysfunction and God's redemption of the world. I 
like the ideas I had, I just think I need more practice putting interesting chord 
progressions together (September 28, 2012). 
 
 Rose reflected on the harmonic painting she had used in her song project. She 
recounted:  
Mostly, like, having minor chords. I think the word "bleed" has a minor chord and 
stuff like that. Um, and then in the bridge I have, um, a 2 - 5 - 1 just to shake 
things up a little bit [chuckled] (December 10, 2012). 
 
Using Rhyme, Metrical Foot and Metaphor 
Rose felt that family rhyme was important to her as a songwriter and that her 
study in rhyme had helped her with her lyric ideas (Interview, October 29, 2012). She 
expressed how she had applied her new knowledge regarding meter in her lyric writing. 
She wrote in her journal regarding how she applied her new understanding:  
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I liked writing lyrics for the praxis this week; I found that using what I learned 
from the book was easier to apply than I thought. I drew on one of my 
experiences earlier that day, feeling stressed and turning to God for peace, for my 
moment. I used iambic tetrameter, which was an interesting experience because I 
have never really intentionally used meter before. I used family rhymes, which I 
think I have used in the past without realizing what they were, but knowing the 
specific families helped it make sense. I actually feel good about how it turned out 
(Journal, October 15, 2012). 
 
 Rose spoke in her final interview about how analyzing the meter in her songs 
helped her to write stronger lyrics. She reflected: 
Yeah, I did. That was really helpful 'cause sometimes you read a line that you've 
written and you know it sounds good or bad just, like, reading it. And you don't 
really know why or I really didn't know why because I didn't know about that, 
that. But, um, then if you, like, write it out by metrical foot you realize, like, why 
it sounds good or bad (December 10, 2012).  
 
 Rose used metaphors as the center of her songs. She wrote, “The metaphor 
exercise was really helpful, too; I got at least two song ideas out of what I came up with” 
(Journal, September 7, 2012). 
Song Project  
For her song project she created a song that was a narrative of her experience and of her 
desire to praise God in the midst of difficulty. Rose recounted the processes she used in 
creating her song project: 
I, well um, when I first started working on it I knew that I wanted to, um, write a 
song, kind of, about praising God through the trials because of what I have been 
through the past year and because I also knew it would be easy to write because 
I'd just been through it. Um, so I chose that moment and then I, I always, like, 
write lyrics first when I write songs 'cause I'm like stronger on that. Um, so I sat 
down and, um, started just kind of journaled about it a little bit. Then I looked at 
what I had written and, um, kind of started to turn that into lyrics. And I had, like, 
a ton of lyrics and I kind of chose stanzas that I wanted to include in the song and 
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put it together. Then I got a melody. Then, um, chords from that. So it was, like, 
the basic structure. And then I rewrote just that whole thing. That a little bit of the 
melody with the lyrics, um, several times 'til I was satisfied with it. Then, um, that 
was over, like, a month. It was a long time. And then, I added, um, the 
instrumentation at the beginning and end and, um, harmonies and then I recorded 
it (December 10, 2012).  
 
In the process of writing she brought her song project to me for my comments 
outside of class with the concern that she was having difficulty writing the chorus. We 
reviewed what she had written and then talked about her verse and chorus lyrics. I 
suggested that she work toward creating a memorable hook for her chorus that her 
listeners would want to sing. The original chorus lyric she had written was: 
The more I bleed, the more I praise you 
Lifting my hands until this battle is won 
The more you take, the more I feel you 
You are the only certain one (Song Project 1st Draft). 
 
In keeping with her theme of praising God in the midst of difficulty I suggested she use 
the second phrase as her hook. I suggested that “Lifting my hands until this battle is won” 
has a natural rhythm that might be easier to set melodically. We talked about the strong 
image she presented with “The more I bleed, the more I praise you.” She had taken the 
first phrase from her own life experience and linked to Christ’s suffering. Her second 
phrase had been taken from the Old Testament reference in Exodus 17 of the battle at 
Rephidim where as long as Moses kept his hands up the battle against Amalek was won. 
Her third phrase was taken from the book of Job. As we talked Rose felt that the shift 
would be a good one. In her final interview she reflected that the change in the chorus 
lyric helped her to create the melody. She said, “Yeah, that's when I put that line first and 
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everything else kind of fell into place from that” (Interview, December 10, 2012).  
Figure 8. Rose's Song Project 1st Draft - Chorus lyric and harmony 
The harmonic rhythm (Figure 8) seemed too fast for the kind of thinking song she 
was projecting. The chord sequence felt disconnected. I suggested she work on making a 
memorable melody to express her lyric and then to use the scale degrees to determine her 
harmonic sequence.  
 In the final song project (Appendix E) Rose presented a lyric that was a narrative 
of her life and meaningful within her personal struggle. She explained how connected she 
was to her song as she reflected back on the semester in her final interview: 
Ro: Um, because it starts out talking about, um, when I find myself in these 
situations, um, I'll still praise you and hope in you and it goes to the chorus. And 
the second verse, um, is about, kind of, the hope that you see. So the first verse 
sets up the circumstances and the second verse is kind of looking to the future into 
the hope that we have. 
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I: Do you think it's a song for people in the midst of trial or after they've 
overcome trial? 
 
Ro: Um.. both. I think a song that, um, I related to when I was going through 
everything was "Never Once." And while I was going through stuff it was like, 
"Yes. Like, I'm not walking alone right now." But now still when I hear it looking 
back I relate more to the part about victories...  
 
I: Hmm. 
 
Ro: ...and looking back on what God has done. And so I think that songs like that 
can work for both.  
 
I: Um, it's, your story could have eventuated in hard bitterness. It has in past 
centuries, and um, you, you said in the last interview that you were always 
hopeful right from the moment you woke. How is that? Can you explain that? 
 
Ro: It's one of those things I really can't explain. Just, um, God, just I look from 
the beginning to what God had done in saving my life and believing that he was 
going to heal me and that everything was going to be OK. But I really can't 
explain it. Just that peace that passes understanding (December 10, 2012). 
 
The final lyric Rose presented at the showcase was: 
Verse 1 
When I find myself in shadows  
too dark to walk alone  
When I fall into the darkness  
Your arms become my home 
 
Verse 2 
When I'm past the point of breaking 
all that I love torn away 
I will trust you through the fire, 
You give and take away 
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PreChorus 
The only one who understands,  
You never leave me alone 
 
Chorus 
Lifting my hands until this battle is won, 
I will praise You, 
Even as I bleed, 
If ev'rything you take away, to make me like You, 
I will hope in you faithful God. 
 
Verse 3 
I see purpose in my failure, 
Healing in my pain. 
You are drawing me to your heart, 
Give me joy through what I see. 
 
Bridge 
I will sing your praise 
For you are not to blame, 
You're the reason I'm still here  
and I will praise You. (Rose’s Final Semester Song Project) 
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CHAPTER 7 – ALLAN’S STORY 
Background 
 Allan was raised in what he described as a conflicted environment, which was 
rough, haphazard, and at times dangerous. He was removed from his mother at age 5 and 
put in the custody of his aunt and uncle. His uncle was a lieutenant colonel in the Air 
Force and the situation he moved into was stable and consistent. He lived with his aunt 
and uncle on Air Force bases and he did well in school, but his mother took him back 
after only a few years into a very negative environment. He was abused to the point she 
kept him from school so people would not see his bruises.  
Allan claimed that he was obsessed with music at a very young age. He 
remembered listening to Muddy Waters with his uncle when he was 4 years old. He was 
given a guitar for Christmas when he was 6 years old. He mimicked the old blues 
standards on his guitar. When he went to live with his uncle, soccer took the place of his 
guitar fascination. When he returned to his mother’s house he was not allowed to leave. 
Restricted to staying inside at his mother’s house, he played guitar hour after hour 
listening and copying rock guitarists. Playing guitar became a form of therapy for him: 
And I began playing again. [excitedly] And when I was upset, when I was happy, 
when I was doing anything! Most of my time was spent in the house because I 
wasn't allowed to leave. Um, so I spent hours and hours and hours on guitar for, 
for months (Interview, October 2, 2012). 
 
  He felt that his guitar playing grew into a life calling. He explained, “that really 
sparked more of an adult sense even at 8 years old, 9 years old, whatever it was. It was 
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more of an adult understanding at least of, this is something I actually do want to do” 
(Interview, October 2, 2012). 
 By listening to Eric Clapton, Kansas, and the Eagles, he discovered what he 
described as “color” in music. He first heard color in the song “Hotel California” by the 
Eagles (Interview, October 2, 2010). Listening to the song over and over he copied what 
he heard and taught himself how to play the guitar part. The song influenced what he 
listened to for the next six years. When he was 11 years old he began listening to 
Metallica, AC/DC, and Slipknot and learned to play their signature songs as well. He 
explained his demeanor during this period: 
A: Y'know, almost “screw God!” I, uh, I kind of feel to my life. And, um, I even 
sought after some evil things with Ouija boards and things like that and 
unfortunately had legitimate [chuckling] encounters with things that I just didn't 
understand I was playing with. But at the time I wanted to be dark. It was cool!  
 
I: Yeah, it was cool. You were going after coolness. 
 
A: Yeah, but then it got really dark and it was too late. My life had already shifted 
into this place and I didn't know how to get out of it and I embraced it. So that 
was part of the negativity of my childhood. But during this entire time I played 
guitar six, seven hours a day. Um, I was in multiple bands. Some of them in 
which I was the drummer, another one I was a bassist. Some I was a rhythm 
guitarist, others I was lead. Sometimes I would just fill in. But my entire life 
consisted of basically smoking pot, skateboarding, and playing music.  
 
I: Hmm. 
 
A: That was it. It was a totally different lifestyle but it really did grow me as a 
musician. I wish that I would have been in an environment where a different 
lifestyle would have been natural to me? But, with my parents being drug addicts 
and being ripped out of that situation, there was so much confusion that by the 
time I made that little shift was when I was ten or eleven years old you didn't 
realize this slippery slope you were getting on. And then it became who I was. So 
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it was no longer a question of do I wanna do this. It was who I was innately 
(Interview, October 2, 2012).  
 
He had lost track of his father until he was 11 years old. When they met together 
briefly he discovered that his father was an accomplished guitarist. This was a new 
realization for Allan, and they found a mutual admiration for each other’s guitar abilities 
playing rock lead lines from cover tunes of great 70s rock bands (Interview, October 2, 
2012).  
 Allan thought that moving back with his mother led him to establish a drug 
addiction at age 15. After struggling with addiction, he “got saved”: 
A: And I went there and immediately I went to some terribly cheesy, awful Easter 
service and I got saved. The Gospel was spelled out and I was passionate about 
Christ. 
 
I: [laughing] 
 
A: It was so terrible. The music was rough. The singers sucked. The lights weren't 
right. The thunder was cracking the speakers. [effects the speaker sound] It just 
sounded terrible! It was awful!  
 
I: [laughing] 
 
A: But! The simple truth of Christ in your life wanting to have you come to his 
fold because he gave himself up so you who was this major screw up with all this 
stuff laden on your life, he's just there with his arms open saying, "You're my 
child. You're covered." ….Very quick to be in ministry. I don't think that was 
probably the best decision by the Pastor, but I'm thankful he did it. Um, y'know, I 
really enjoyed to play with the worship team (October 2, 2012).  
 
 Allan received his GED at age sixteen, and at seventeen he entered college where 
he studied psychology. But he struggled due to his lack of discipline and immaturity and 
had to leave the school after only a year. While he was in college, he got into a 
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relationship with the owner of a music production company who taught Allan how to 
read music. When Allan played some original music on his guitar the owner hired him to 
create original soundtracks. This situation proved to be a very welcomed change in his 
life at age eighteen and put him in a very strong position actively creating music every 
day in a commercial studio environment earning a full time wage. When the stock market 
crashed in 2008, the production company folded and he was out of his job and the 
lifestyle he enjoyed.  
 He had registered at Freeman University months prior to the company’s demise 
with the intention of finishing his degree. When he lost his job he entered the Worship 
program and was accepted in the songwriting specialization. Allan continued his work 
creating soundtracks while he was studying to pay for housing and tuition. He felt the 
schooling and the work complemented each other well. He applied concepts and skills he 
learned at school directly in his work.  
Reason for Taking the Songwriting Class 
Allan explained that he took the songwriting specialization because he was 
passionate about worship: “…it gave me a passion to write and I decided this was 
something I want to work on. Just like when I was eight. Y'know, I think I wanna keep 
doing this. I knew I wanted to keep doing this” (Interview, October 2, 2012). The 
songwriting survey class was a required subject in his degree completion plan; he waited 
until his senior year because he felt the class would be difficult and irrelevant. He had 
taken songwriting lessons and two other songwriting classes out of sequence but did not 
feel that any of his songwriting held value. He claimed that it was nowhere near the kind 
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of song he felt was industry standard. His fear was in having his songs heard outside of 
the academy by industry persons whom he felt would dismiss him and his songwriting as 
substandard.  
The Value of the Songwriting Survey for Allan 
Self-Growth and Self-Awareness – Career Path 
 Allan felt that he grew as a songwriter as a result of the class. He explained how 
he had grown both in his knowledge and in his self-confidence: 
Um, I've, I’ve picked up a bag of tools that I woulda never had and I'm learning 
how to implement them. And I, and I think I did it well this time and I'm proud of 
the song that I wrote and I'm never proud of songs that I write. I hate some of my 
songs from the past. So that's definitely been a, a great thing for me, a great feat 
that, um, I otherwise wouldn't have conquered (December 11, 2012).  
 
 Allan valued songwriting as part of his career path, but felt that songwriting was 
important whether his song was published or not. He felt that building his skill in 
songwriting would add to his existing work in recording and producing the music 
industry. The process of songwriting was valuable to him because he developed through 
each instance in the process of writing each song (December 11, 2012).  
Building self-confidence – overcoming fear. 
After eight weeks, during the second interview, Allan revealed that he had not 
wanted to take the songwriting survey feeling the material would be irrelevant to his 
context. But he found that the class had the opposite affect on him and helped him build 
confidence and provide him with tools that he could implement in his music making. He 
recounted the affect the praxes played in his development: 
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I, I feel, I feel very, um, very good about it because I've seen a progression. Um, 
and, um my first week of class I was like, this class is going to be really difficult 
for me. Y'know I wasn't really looking forward to it. And, y'know I wasn't looking 
forward to our private lessons. I wasn't I wish I didn't have to do them. And that's 
just complete honesty. Had nothin' to do with anybody but my fears. Y'know, uh, 
it was just my fears that were overwhelming me. And the fact that, uh, I'm here 
eight weeks later, that's how long it's been? Weird, it feels way longer. Um, eight 
weeks later and I'm confident about this and I'm enjoying it and all of a sudden 
I'm like, “Hey, I think I might wanna start writing songs again.” I, if I hadn't taken 
your class I would probably have never written another song again in my life 
unless it was a co-write. Where I'm sure I would have arranged and written 
melodies and stuff for people, but I wouldn't have tried at all. I had no desire, 
y'know? And even now my desire is not full and it's getting there, y'know? So it's, 
it's cool. It's turning around (November 5, 2012).  
 
As Allan reflected back on the class he felt that he had grown in being able to 
work with the pressure of deadline. He explained: 
Oh man! Well, at the last portion of the class combined with life and everything in 
between, um, I guess I, this might sound strange, but I learned that I work well 
under pressure. And I've been feeling very pressured and I've been feeling very 
un-focused and I've been trying to keep myself, y'know, going and I'm reminded 
of taking care of my tasks and it's just been a difficult struggle. But through, 
pushing through this song. y'know, that we just did, um, that was hard for me and 
I didn't want to do it. And I was, I was almost angry about it at some point.... And 
all of a sudden it started comin' to life and I was like, "I'm really glad that I'm 
bein' pushed to do this because, as you know, songwriting is very difficult for 
me." And um, and now something good came out of it that I'm actually really 
proud of (Interview, December 11, 2012). 
 
 Allan had worked through self-doubt to write his final song project which was a 
narrative regarding his background and his current perspective. In the final interview we 
spoke about the context he drew on: 
A: I think, I think for me the thing that I've noticed the most is just how I'm able 
to draw, like, from my past. That's why I mention that. Um, it's one of those 
things where I've been able to generalize this song because you said, "Josh, write 
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from your life. Write something from you." And I've always struggled with, 
y'know, doubting myself. And looking back at the good things that I've done and 
also some of the really disgusting and terrible things that I've done especially 
before I knew Christ, y'know. And, yknow, it might have been ten years but 
everybody likes to remind you of the bad and overlook the good. And, um, I 
wouldn't have been able to come up with that concept had I not thought about it. 
And, um, y'know the whole chorus was, y'know.  
 
I'm sittin' on the back porch singin' 
I'm gonna make this place my home 
Regardless of what you think or they think  
This is my place and I might have made mistakes  
But this is where I'm gonna be 
 
And that was the whole concept behind it and it kinda gave, I intentionally said 
"back porch." It sounds silly but the back porch is like I'm just kickin' it here. 
Y'know? 
 
I: Right. 
 
A: Because I'm a little bit lackadaisical if, y'know, in a way but still having some 
structure. And I've realized that my life has happened. Not everything was good 
and I can't do ANYTHING about it. So who cares? 
 
I: Hmm. 
 
A: Just move forward, y'know? It's a Bible verse, "Press on," uh, 
 
I: It's somewhat biographical then. 
 
A: Yeah! Exactly! And Paul, what's he say, y'know, "Leave what's behind and 
press on towards what's ahead." [Philippians 3:14] Y'know? And that's all, 
y'know, while this wasn't implicitly or explicitly Christian it could be implicitly 
taken that way (Interview, December 11, 2012). 
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Self-discipline 
Self-discipline was a vital part of the songwriting process that Allan took away 
from the class. Part of the process of finding his voice was coming to place where he 
made connections with his songwriting process through anger. He provided an example: 
A: I need to remain diligent. I can't take breaks every five minutes.  
 
I: [chuckling] 
 
A: Um, I need to push THROUGH because it's hard! And you say, "Oh, it's just a 
song."  
 
I: [chuckling] 
 
A: [gasp] Y'know and you're sittin' in your room and it's four o'clock in the 
morning and your like, "Why am I still doing this?" And that, THAT is what I 
need to experience. I need to feel that frustration because I know that if I haven't 
hit that PLACE, if I haven't gotten a little bit angry about this stupid song I'm 
probably not doin' it right. If I'm sittin', unless it's y'know, that one hit wonder, 
which again is kind of a once in a lifetime thing (Interview, December 11, 2012). 
 
The Value of New Knowledge in Songwriting 
Through the new knowledge he gained in the course and the skills he added, 
Allan was excited about his newfound songwriting potential. He confided that if he had 
graduated not having taken the class he would have felt inadequately prepared to pursue a 
songwriting career. He described the difference that the class had made in his feelings 
about songwriting and his own songs written during the semester: 
[sigh] I feel, I don't know if I'd say, what does it mean to me now, I'm more 
excited to do it. Um, what it, huh [sigh], it's just one of those things where I would 
never have picked this back up. If I had graduated last semester songwriting 
would have fallen way back and it would have never been picked up again. And 
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maybe just because of this little bit of time I'm lookin' forward to writing my next 
song.  
 
So, I mean, it means something to me personally because I honestly thought this 
had no potential and all of a sudden it just shifted and that hasn't happened to me 
in a long time. And I was happy earlier in the semester with the Christian song 
that I wrote but I wasn't nuts about it. This one I really was, and it was a joyful 
feeling and that's what I was looking for. It's just ta find that space in m’, myself 
where I can be really happy and still work (Interview, December 11, 2012). 
 
 Allan spoke not only of producing a song that he was pleased with but also of the 
aesthetic value that the songwriting process held for him.  
 Allan found that the new knowledge he acquired helped gain confidence in 
songwriting. He explained: 
I feel like it's developing a little more to a place of a comfortable lifestyle rather 
than a task that I'm not used to like a math problem or something. And it's shifted 
dramatically from the frustration that I felt at the beginning of this semester and, 
um, it's quite good (Interview, November 5, 2012). 
 
Applying New Knowledge and Skills in Songwriting during the Praxis 
After the study of metaphor in a praxis, Allan proclaimed he had grown in lyric 
writing comparing the first praxis with one later in the semester. Gaining knowledge and 
skill in creating lyrics helped him to recapture his identity as a songwriter. He wrote: 
This week has been very beneficial for me, and the first time in nearly 18 months 
that I have felt like a songwriter again. During our first or second praxis when we 
had to describe our thoughts on the blue ridge mountains, all of my ideas were 
trite, banal and incomplete. I felt personal confidence in writing lyrics in our last 
praxis and finished in nearly half the time. It is wonderful to see a marked change 
in my growth just half way through the semester (Journal, October 5, 2012). 
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Embracing Songwriting as a Craft 
Allan believed that great songs came from crafting. After the praxis 
reharmonizing a top worship song, he found the limited range of the song surprising. He 
wrote:  
In all of my years of writing and studying music thus far, I have never noticed this 
or attempted to work with such a miniature range. Seeing the songs versatility 
with those types of constraints makes me want to strive to write in this manner. I 
suppose it proves what always seems to be true with music... the method sounds 
simple and logical, but attaining this is quite a feat that can only be overcome with 
experience and a dedication to push through the "wall" most songs reach before 
they are finally crafted into a masterpiece. It takes hard work and re-writing to 
make it simple for others, which I find a bit frustrating and ironic (September 28, 
2012). 
 
Allan reiterated his growing awareness of songwriting as a craft in his second 
interview: 
It's one of those things that, uh, sometimes it just works and sometimes it's like 
workin' through the harvest field to get the harvest that, that you ever could. It's 
just, um, it's not something that's easily come by. And before in the past I used to 
underestimate it. I said I'm a musician so I'll be able to be a songwriter. Y'know, I 
can write, y'know, nice chords and great melodies or whatever and I thought that 
was enough. And, um, y'know, now I'm starting to realize [chuckling] it really is 
an art and it really is something you have to push yourself on because, yeah, 
anybody can sit down and write something. But to write something truly great 
takes work. It takes crafting. It takes honing. And that is sometimes frustrating 
and sometimes good. It's like if you have a business that you're trying to get off 
the ground. Sometimes deals go through and sometimes they don't. It's like 
studying for any degree. People have to understand that it is something that takes 
a lot of effort and it's not easily come by. Simplicity is the hardest thing to grasp 
but the most valuable thing to put out, y'know. So it's, um, I don't know. That's, 
that's my general thoughts right now (Interview, November 5, 2012). 
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Meaning in Songwriting 
Self-Discovery and Growing Self-Awareness  
 Allan spoke openly about the difficulties he said that God had placed in his life to 
refine him as a person. He described how the path to personal growth was often difficult 
and that it kept him in a humbled position. He spoke of a song idea he had created drawn 
from his struggle with growth and his Bible study in Psalm 62:5: 
Well, I, um, I tend to be, uh, very pensive all the time. I'm always thinking about, 
about myself all the time; usually negatively. I'm very critical of myself. And, um, 
lately God has just been humbling me and, um, it seems like he's just always been 
doing that no matter what. But, um, when I was, I remember, and this is not to be 
said in a way that isn't humble. I, it's hard for me to convey it. Whatever the case 
when I was seventeen I was cocky. I was, I thought I was the man. I thought I had 
all this skill and the world needed to hear me 'cause I was special. And y'know it's 
partially because I had just been converted. I had this different lifestyle and, 
y'know, I just wasn't getting what Christ was calling me to be humble and have a 
different attitude.  
And, um, y'know through my life he has, God has literally kicked me to the 
ground for my own good, a lot of times. And it always brings me back to my feet, 
um, later on but from a different perspective. And, uh, I think, uh, when I was 
thinking about that today this song was, was, y'know, “My soul waits in silence 
because you are my only hope,” [paraphrase of Psalm 62:5] y'know, and, and it 
made me think about humility. And it made me think about who I am as a person, 
how I can't make it happen. I can't, I can't make my jobs happen. I can't change 
anybody's life. I can't involve myself with anybody and benefit them apart from 
him. And God has always had me on that trail. And it, it was cool last night, um, 
and this is, y'know, of course in private. But I was at that, um, published song 
event and I, and I heard that song that, uh, I had written a long time ago and I was 
blessed by the other ones more. I didn't even think about it and it, it was just nice 
to not be that guy anymore. And it took a long time to get there and I still struggle 
with it all the time. But, um, God keeps me on my knees and that's a place that I 
actually like to be (November 5, 2012). 
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 Allan felt that the class helped him with his identity as a musician, as a Christian, 
and as a songwriter. He wrote: 
I know that this class has had a tremendous impact on the way that I think as a 
songwriter, a Christian and musician overall. I have looked into history to see 
where my current musical practices are derived from, seen the change of church 
music over time as well as secular. Without opera, perhaps there would never 
have been the rhythm section that we use so commonly today. Without the 
influence of ballet, Debussy and the entire impressionistic movement, perhaps our 
writers today would not be so elegant and creative. I was obsessed with the 
current, with the trends of this time, never realizing the absolute necessity of each 
piece of history eventually leading us to where we are in religious and secular 
music and as a culture. I am thankful to have been enlightened by this class so far 
and to see our world through this lens because of it (Journal, November 9, 2012). 
 
He attended a night of music sponsored by the Worship School where original 
songs that had been signed and published by students in the songwriting specialization 
were performed with choir and orchestra. He described the affect the night had on him: 
A: And I will mention that, last night…that show, had an enormous impact on me. 
It renewed a fire in my heart for songwriting because I heard these songs and I, 
and I've been here for four years now. I know where these started. I know the 
people who wrote them, y'know. I saw Mac Wells whose been gone for two years 
and he was hangin' out with me in my dorm recording stuff he had, when these 
were a concept.  
 
I: Yeah, yeah. 
 
A: And.. it made me just realize that, yeah, I DO have something relevant to say. 
 
I: Yeah. 
 
A: I DO have something to share with the world that's gonna be worth something. 
 
I: What about the study that we did last week with the praxis where you actually 
listened to songs. Did it.. 
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A: Yes! 
 
I: Did it stir something in you... 
 
A: It DID!  
 
Connecting with God Through Songwriting 
 Allan was reading the Bible he found inspiration for a song. While reading Psalm 
62 he felt the chapter spoke to him:  
I read in, uh, Psalm 62, “And my heart waits in silence for you” and I think about 
so many times how we pray and we have to wait. And there's no, there's no 
direction, you're just like, you know what, I said this, so are you gonna answer 
me? And, uh, it just spoke to me and this morning I started to write a song that I 
feel very good about and I didn't even have to try (Interview, November 5, 2012). 
 
Allan wanted to be used by God to write music that would help other people. He 
wrote of his desire in his first journal entry as he addressed a song that inspired him to 
change his life: 
Something that inspired me to change, look towards Christ and ignore all the 
garbage surrounding me came as an idea in someone's head. I'm sure they had to 
toil, to re-write and eventually landed with an anointed gift from God. I can do 
that, and I want to do that. I want to be his instrument, and reach people I would 
never have the chance to meet. I would be humbled to attain such a thing.. but my 
God is big, and the distance it goes is up to Him... so I try not to think about 
anything other than glorifying Him while writing (Journal, September 7, 2012). 
 
 Allan explained the passion he was feeling for expressing his relationship with 
God in his song project and how it was developing as his chorus. He asserted his personal 
fixation with the words to his song: 
And, y'know, it's me in that position somewhat, y'know, saying, 'God, I need you 
right now. I need to do these things you want me to do in my life. But, I just pray 
that you hear me.' And my chorus says: 
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I will wait until the ends of the earth 
Just to hear your voice 
Just to hear your voice 
 
And it's, it's um, it's something that's, it's, it's, it's swelling up passion in me 
because it, it relates to me so much (Interview, November 5, 2012).  
 
Writing From His Context  
 Allan found that looking into his own context was a key to finding song themes to 
write on that resonated inside of him. He described how it was connected to his life: 
what happened this morning is it kind of correlated with what was going on in my 
life as I read the word and, and as I was thinkin' about that and, and I just again as 
I just explained it was like thinking about the times that I just have to sit there and 
wait on whether it's through pain, whether it's through happiness, whether it's 
through sort of misdirection, you don't have no idea what's happening. Y'know it 
was just I'm starting to be able to tie those themes into songs instead of just 
thoughts and I've always thought about it but. And not until talking to you have I 
had this like, well, this could actually be something; something worth telling 
someone else. So, um, that's kind of what happened this morning (Interview, 
November 5, 2012). 
 
 Because of his strong emotional ties to his background, Allan was reluctant to dig 
into his past for material for his songs. Personal context was addressed in the lectures 
early in the semester, when I suggested that students are only able to write songs from 
their perspective, which has been shaped by their experiences. I questioned Allan during 
his second interview about his embracing his background for purposes of songwriting: 
I: When we started the semester I remember you being concerned and we talked, 
um, just about the whole songwriting piece. And then, um, two weeks or three 
weeks in, or maybe it was a month in you came and there was a different 
expression, just, emotionally and, um, a confidence. And I don't think it was a 
false confidence where you said, um, 'I think I'm connecting now with my story.' 
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A: Yeah. I think it was, I think it was because I don't tell my testimony to a lot of 
people. If there's a girl that I like or if there is anybody that I'm trying to get to 
know. I don't go to a church and spill my guts because who's gonna want some 
kid who was messed up on drugs and whose family is still as white trash as it gets. 
And, and to show people that side, I've had bad experiences with that. I've had 
people throw me out nicely in a really Christian way, if you will, y'know, um, 
BECAUSE... 
 
I: [laughing] But kind of non-Christian... 
 
A: Yeah, because I'm honest about that stuff. And it has made me over the years 
scared to.. get back in there. 
 
I: Expose that, yeah, yeah. 
 
A: Yeah, and I'm very, and still today I, I'm very slow to speak about that, 
y'know.  
 
I: Yeah. 
 
A: Only my roommates and people I'm incredibly close with know my story. And, 
um, getting in touch with that with you in a almost academic basis, y'know, 
because it's, it's hard to tie academia with this super emotional side of my life but 
it, it actually worked. And thinking of it analytically instead of emotionally was 
different. And, um, it allowed me to feel like maybe I can use this. Maybe I can 
draw from this and I never thought of it within that context. And I think that was 
the connection that I'm starting to make and still developing. But, y'know, 
knowing that I can get there by just dwelling on those things without letting 
them.. be in the forefront, if that makes any sense.  
 
I: Exactly! To tap them as in an abstract writing experience that expresses the 
depth of it while not necessarily embracing...  
 
A: Eloquently too! 
 
…for the first time I've been able to look at it, I guess, maturely and, and try to 
draw on positive things from it while not dwelling too much on the negative but 
still using it to be a tool (November 5, 2012).  
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Communicating Personal and Spiritual Meaning 
 Allan described how he wanted to write a song about God’s blessing in his life. 
While playing a game on his phone when he had some time between classes he thought 
about the idea: 
And I all-of-a-sudden started thinking of the theme 'What are you waiting for' 
because in my life, yes, I'm following Christ but what am I waiting for, for getting 
sold out completely. Y'know, and I think all of us are dealing with that thought in 
some way or another. But, um, I can't remember the lyrics exactly but I have them 
on my phone. It say's, 'What are you waiting for?' Um, and it basically says, 'I 
don't want to see you waste one more day living your own way. So what are you 
waiting for.' And it made me think about the blessings of God in my life. The 
direction he's given me have been because I've chosen to follow his path. We do 
have free will and God directs us there. But if I wanted to I could choose to go to 
Nashville right now and party and do what I wanted or I could choose to nurture 
my spiritual life. And it makes me want to write a song that talks about the grace 
of God within his fold. And it's outside of his fold too. But not to miss out on the 
blessings and the great things you can do for his kingdom just because you want 
to feel a temporary high, whatever it is: money, y'know, or, or any kind of idol. 
Y'know, so THAT came to me today and I was extremely excited about it 
(Interview, October 2, 2012). 
 
Allan was intentional regarding his lyrics. He explained the importance he felt 
lyric content holds within an evangelical context: 
But we're trying to convey a message to people about Christ. That's not something 
to be taken lightly. And if you have this random flow of ideas, first off you don't 
want to give people incorrect theology and let them think, 'Hey, this is scripture.' 
This guy's a Christian. 'Cause for a lot of people, we're the only Gospel they will 
ever hear. People may not choose to go into the Word and they might hate the 
church, y'know, for whatever reason. But somewhere maybe they're gonna hear 
your song. And if you can say the right words it could change their life. Just give 
'em a spark 'cause it's the Spirit's work, not ours. If you say the right thing, if the 
Spirit, if he wants that person and God has chosen that person, they're part of the 
elect. I'm Calvinist, in case you didn't know. Y'know that's the thing. It's not up to 
you. So when you're crafting your song and you think it's just yours, and your 
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chillin' in your bedroom you've got to make sure it makes sense to everybody. 
'Cause even if they hear thirty seconds they should know (October 2, 2012).  
 
Allan framed his ideas by discussing the song “In Christ Alone,” by Townend and 
Getty, where the lyricist took from a variety of scriptures and brought the ideas together 
using personification and metaphor. He explicated the phrase “And as He stands in 
victory, Sin's curse has lost its grip on me”:  
and you're using the words like 'grip' because we talk about sin and how it 
SHACKLES us down and how we're, we're, we're a prisoner to it, y'know. And 
God has set us free from that. And how, y'know, thinking about victory. Y'know, 
instead of saying, y'know, “God's got it now” or, or something like that. There's 
an eloquence, there's a sophistication to the way that they used it but still in a 
simple enough way to where normal people can understand this without a college 
education and still be touch. Because lot's of the world hasn't gone to college and 
a lot of the world won't go to college. And, huh, I mean, to be honest, sometimes 
people who have a harder time thinking for themselves are, are the people who 
need Jesus the most. So I, I think that the way that they did that was just really 
cool (Interview, November 5, 2012). 
 
Songwriting Strategies That Allan Employed 
Using Technology 
Allan was accomplished in his use of music technology before taking the 
songwriting survey class. His preferred recording software was Logic Pro. He had 
recently purchased virtual sound libraries from EastWest/Quantum Leap and was actively 
recording soundtracks professionally during the time he was taking the class. During the 
praxes Allan typically played the MIDI keyboard, with an acoustic piano sound, and 
recorded his ideas into Logic Pro.  
  
  
195 
Recording ideas. 
In reference to quotes already explored he made use of his smart phone to record 
ideas that came to him in diverse situations away from his studio or classroom (Interview, 
November 5, 2102). While Allan was a master of recording technology, he preferred 
using Microsoft Word to fashion his lyrics. He explained: 
I find myself more creative in that for some reason. I try scratchin' it out. I get 
frustrated and I erase things like a million times. When I'm typing I can type as 
fast as I'm thinkin'. And it just kind of flies out there and sometimes it's random. 
But, yeah, if I have an idea that I think is worth writing down…. So generally, if I 
get an idea immediately I stop what I'm doin'. I write it (Interview, October 2, 
2012). 
Instruments 
 Most often in the praxis exercises Allan played a keyboard sound in Garageband 
using the MIDI keyboard and headphones. Whether the exercise was about music or 
lyrics, he started by centering himself with some musical improvisation.  
Um, but that is always where I go because THAT is what wells up passion in me 
when I start. I get on that keyboard and I, and I just do something that, that moves 
me. And I won't start until I'm moved. I, I won't go somewhere with a, with and 
idea that I think could be crap. I refuse to go anywhere that I'm not like this is, I'm 
confident in this. 
 
That's always been where I started is on the keyboard and it, uh, it opens up 
everything for me and THEN the lyrics will come. But it takes time. It was pretty 
hard (Interview, November 5, 2012). 
 
In his own studio, Allan would record his acoustic and electric guitar parts live. 
When he was in his studio he said that he often composed at the guitar rather than 
keyboard, but he liked the diverse harmonies that he was more easily able to find at the 
keyboard.  
  
196 
Order of Writing 
Starting the song. 
 Allan described a pattern he used in writing songs. He would begin with a title 
and then develop his ideas from there. He explained: 
And out of a title I start to make themes and sub-themes and once I come up with 
a chorus idea I, I never, one of the biggest things I've seen develop over the time 
that I've been here in the songwriting program is that I used to write kind of 
random verses. Y'know, the verse is talkin' about the same thing as the chorus, 
y'know in the exact same way, y'know? And it just made the lyrics kind of 
mundane. But when you have a storyline that logically points out, y'know, in a 
consecutive order to lead you somewhere you have a path. You have a path to get 
somewhere so you know the road you're on. You can't just write random lyrics 
(Interview, October 2, 2012). 
 
Music first. 
 Lyric writing frustrated Allan. He felt that creating the music was much easier and 
described it as “fun.” He expressed the frustration he went through after enjoying the 
creative musical process of having to add lyrics:  
But in order for me to get moments like that, it's hard for me to sit down and 
write. If you want me to write a musical type melody that's all over the place. It's 
chromatic, and, and but still beautiful at the same time, I can do that and come up 
with somethin' really great in like two hours of just havin' fun by myself. But I 
can try and write a simple song lyric that points to a chorus and work on it for a 
week and tear it up and tell everybody I don't have anything and then fail a class 
or something. That's just, it is part of who I am and it's something I have to force 
myself through (Interview, October 2, 2012).  
 
 In a praxis, students were asked to complete three different couplets lyrically and 
melodically. Allan reflected back on the sequence he used during the praxis to complete 
the first couplet: he began by setting the given line harmonically; then he worked on the 
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melody, setting the given line of the couplet; then he created the melody for a second line 
for a lyric he would later create. After he was pleased with his harmony and melody he 
added the lyrics to the second line of the couplet. He recounted his work in his second 
interview: 
A: I start with this chord...  
 
I: You already had that [the lyric] “This is what happens when I fall.”  
 
A: Um hum. 
 
I: So you already had that lyric. 
 
A: Yeah, I think I started, um, on the 4 of the song because you're gonna wanna 
go down and going down to the 6 minor seems a little bit like, everybody does 
that and I'm gonna do it in the future kind of times. But I, I would probably start 
on the 4 and when I hit the word 'fall' I'd like to go to a 2 minor because it still 
isn't resolving. You're not getting the tonic. So, in thinking about falling, y'know, 
even if I did, uh, melodically, even if I went up very little everybody would know 
what I was talkin' about, y'know? But generally I, I like to do contrary motion. I 
really do. So that's, [chuckling] that's probably where I would struggle. It's 'cause 
I think chordally first. So, I'm like, 'Wait, hold on. Should I do it the other way 
around.' Because contrary motion always makes things sound better. So, yeah! 
 
I: Um hmm, um hmmm. Well, and you had your, you had your first idea. and then 
you put your words to it and added melodically to it. 
 
A: Yeah, um hm. Exactly! I, I start singin' a melody in my head humming it, um, 
over that piece and I try and do it thinking syllabically. And then I'll, then it just, 
y'know, it just keeps going until I finally start dropping the words in (Interview, 
November 5, 2012). 
 
 Allan explained the process he went through in creating his song that was inspired 
by Psalm 62. He valued the knowledge he had gained in building his songs: 
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I: So now, when you did this, this song about silence, um, you had a, you had an 
idea,..  
 
A: Um hmm.  
 
I: ...um, a, uh, word idea. Lyric or, um, content idea first. 
 
A: Yeah.  
 
I: Then, how did, how did you do that then? Did you go to the music or did you... 
 
A: I DID! I grabbed a guitar... 
 
I: OK. 
 
A: And, um, I actually started with an E-minor9, uh, to a 5 over 7, uh, which is, 
uh, kind of an F-sharp with a D shape. I know that's weird but I always... I, on the 
guitar it makes sense to me. And then a 1 to a 4 and, uh, then the second time I 
walked up just, uh, from the E-minor to the, uh, F-sharp over D or whatever to a 
G. And when I did that it just created an atmosphere for me. It wasn't, I wasn't 
thinking about it too much but it did create an atmosphere that I was looking for. 
So, I tried to sort of take, um, like a dichotomy, like you're talking about. Like the 
idea of silence is sort of like a somber-ish, like, humbling type thing. And, um, 
my melody goes like, um, [singing]  
 
 1     2          15    54   76  65     54     42     
My soul -- waits  in – si -lence for - you 
 
So on silence I actually brought it up instead of actually bringing it down because 
I thought that it emphasized that word. And it made people think about it because 
the impact of it is large in our life. Waiting in silence, in quiet, listening to the 
Proverbs, being slow to speak and quick to listen [James 1:19] is never easy.  
 
I: Yeah, it's very hard. 
 
A: Y'know? So, um, I don't think I thought about it at the time but it did work 
because of that. And, um, in the, uh, in the prechorus I, I think I was telling you 
                                                
2 Numbers together like 54 indicate a melism on the same syllable. 
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before. Um, uh, 'Let your humble servant CRY out.' So, yeah, yeah, it's, uh, 
starting to tie in and it's kinda cool when, when because of a class that I'm taking 
I'm intelligently understanding what I'm not, what I'm doing and not just having a 
happy accident. 'Cause that's how you get one hit wonders.. November 5, 2012). 
 
Rewriting  
 Allan felt that to move beyond the basic start of a song required deliberate effort. 
He used sculpture as an analogy to explain the intentional nature of songwriting: 
Because getting an idea and writing down basics is really easy. But when you, not 
really easy, don’t get me wrong. But fleshing it out into a crafted piece of 
intentional work.... But the point is actually getting it to the place where, yes, you 
know when somebody's carving a sculpture, y'know, they've got chunks put in 
and they're in the right place but there's a lot of details that still need to be honed 
out before it's ready to present. And I try my hardest to work through it. I force 
myself and sometimes it's not a pleasant process. But anything worth having that's 
good, it takes work (Interview, October 2, 2012). 
 
Daily Writing 
Allan was challenged early in the course to develop a daily writing habit. He 
explained that although it was not yet a daily habit he was working to make it a regular 
part of his week: 
And, um, but I HAVE been writing, y'know, probably four times a week at that 
ten, ten minutes and it's making things open up. So, every little praxis that we 
have done is a small impact at the time but overall has a big affect (November 5, 
2012).  
 
 Allan was particularly drawn to tone painting after the study on tone painting in 
class. He was surprised by his ignorance of the concept when it was introduced and 
excitedly asserted that he intended to make use of it melodically and harmonically in his 
professional work and in his songs (Journal, October 26, 2012). He repeated his regard 
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for tone painting in his first interview: 
I've never thought about tone painting. Now, I should have connected between 
film score and y'know when somebody’s crying in a moment in their movie. 
You've got to reflect that. So, what, I don't know why I didn't make the logical 
connection. If the lyric is talking about something beautiful, or something huge 
like God's glory RAISE THE MELODY! POINT that OUT with your sound. This 
class, probably one of the most profound things I've thought about is that is it just 
makes writing so much better because, yes, it's really important what you say, but 
it's really important how you convey it (Interview, October 2, 2012). 
 
Allan described how he had used tone painting in a song he was working on mid-
semester: 
A: Yes! Yeah, um, well, it, I actually thought about that today 'cause in the 
prechorus it says [singing}  
 
   4       4     3     4   5  -  1   1        
Hear your peo-ple cry ---- out [on the falling tone he carried the appoggiatura in a 
falling sigh like manner]  
 
And because you're saying the word cry and when you, y'know, jump up. 
Whatever that was. A three or fourth, uh, uh, anyhow, it's, it's one of those things 
that people will understand that because it's a cry in the song, it's a cry in the 
word, and it's a cry in the melody. So the impact will have an over all... 
 
I: Right. 
 
A: ...y'know, push on everyone that it may not have had if you're like [singing]: 
 
  3       3      2       1    6   5 
Hear your peo-ple cry  out  (Interview, October 2, 2012).  
 
 The influence of his study of tone painting in class had made its way into his 
professional arranging as well. He described how he was using tone painting in his film 
scoring: 
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I started this morning and, um, I was looking at parts of the film and I did tone 
painting according to the pictures and it was pretty neat [laughing]. Soo..It's, um, 
it's funny how all that stuff can translate into your over all arranging and 
orchestrating and everything ability. You just have to learn how to apply them to 
the, uh, different areas and to think about it a little bit. So it's been pretty cool 
(November 5, 2012).  
 
Allan used tone painting in his final song project. He described the importance of 
the new knowledge that he had gained during the class saying, “This whole tone painting 
thing has just been a real big sticker for me” (Interview, December 11, 2012). He 
described how he had used tone painting to express the lyrics:  
A: …I used that in this song, um, especially at the end, y'know, when it says "I'm 
moving on"?  
 
I: Yeah. 
 
A: I just let that melody soar on the top 'cause it's just kind of lettin' go of 
everything. And there's a lot of places in here. Um,  
 
I only see how far I fall  
 
I intentionally go down and then quickly rip it back up with a secondary dominant 
to lead into the next part.  
 
I: Hmmm. 
 
A: I probably wouldn't have thought of that part if I didn't think about creating the 
colors of my words through melody…. (Interview, December 11, 2012). 
 
The soaring melodic figure that Allan explained as tone painting the idea of 
“letting go of everything” is shown in Figure 9. He added a second part for the final 
presentation which added additional color (the G within the Bb harmony in m87 and the 
F in the Ab harmony of m88).  
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Figure 9. Allan's Song Project Tag showing soaring melody 
Using Literary Devices 
Allan explained his affinity for literary devices:  
So I HAVE to think about similes and anaphoras and you know metaphors. Some 
of them are basic ideas but if you talk about what is that song, um, 'Your Love Is 
Like a Hurricane' and y'know 'I am a tree blowing beneath the weight of it's wind 
and mercy.' I'm not crazy about that lyric, but it's so creative. And he probably 
wouldn't have just, I mean maybe he did. But I need to think, what kind of a 
metaphor could I use to talk about God in his almighty power? Do you know what 
I am saying? And a moment like that (Interview, October 2, 2012). 
 
Metaphor 
Allan had learned tools that he said he had never thought of or used previous to 
the class. He described how he created the metaphor “Now I’m lookin’ through a 
different lens” in his final song project: 
A: Yeah. It's...kind of a metaphor.... And, um, what's it say: 
 
Now I'm lookin' through a different lens 
Gotta change the way my story ends 
And I'm gonna tell it with my life.  
 
Y'know? And that's the thing is, um, I actually, uh, it led me back to, uh, I think it 
was Worship 321 [Third year worship studies class]. And I, I thought of Kortch 
[the professor] sayin', [affecting the voice like the professor] "Ya gotta have the 
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biblical lens through history and the lens of the present" and all that. And I was 
like, "lens!" And uh, it just popped in my head and I was like, "Y'know I can look 
at this through a different lens." And, y'know, it, um, helped me to get around to 
that and I was like, hmm, metaphor. Thank you professor Hahn, y'know?  
 
So, it's um, I've learned a lot of tools that I would have NEVER had before taking 
this class.  
 
Song Project  
 Allan had started his song project having read Psalm 62. He improvised a chord 
sequence on his guitar Em9 – D/F# - G – C which became the basis for the song. He 
wrote the lyrics and melody for the song but then became frustrated with it and feared he 
would not finish it in time for the final presentation. He took his guitar outside on his 
back porch and improvised the tag “Just sittin’ on the back porch singing, I’m not gonna 
leave, I’m gonna make this place my home” (Interview, December 11, 2012). A friend 
from Nashville had sent him a demo of a song that had the theme that “everybody wants 
to right a wrong.” The idea prompted Allan to write the lyrics, “Everybody wants a 
second try/Everybody wants to make things right” (Final Song Project, December 11, 
2012). One of his friends had written a song about the change in his life and suggested 
the idea “that was me yesterday.” Allan took the idea but changed it to “Moving On From 
Yesterday” for his title and as the payoff line in his chorus (Interview, December 11, 
2012). In the final version Allan’s song was narrative of his storied life and his desire to 
move on from his past. The lead “back porch” metaphor is indicative of his sense of 
relaxation with his own story away from the metaphoric “front porch.” It would seem that 
he was more comfortable with being himself there on the back porch moving away from 
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his past and trying to make his way forward, though he was not sure of what that looked 
like (“it’s somethin’ I can’t see”).  
Crafting his song. 
Allan worked continuously over several hours feeling a sense of flow in the 
process that he did not want to interrupt. He built his chorus together and then went back 
to the verse idea. After he had crafted the song he recorded his ideas primarily on guitar 
and mandolin. He recorded a friend who played the drum track and then recorded a 
roommate who sang the primary solo vocal part.  
 As he narrated through the sequence of his writing process it was clear the 
connection he had with the song drawn from his own personal story. He was pleased with 
the song he had created and as we talked he exuded a sense of self-accomplishment and 
self-confidence. He had fashioned the song having assimilated the new knowledge and 
skills he had built with his strong musicianship and background and accommodating his 
new knowledge and skills.  
The harmonic sequence he used (4-1-6m-5) in his eight bar introduction provided 
harmonic tension resolved at the entrance of his verse (Figure 10). The lead guitar motive 
is catchy and in keeping with Allan’s skill as a guitarist. As Allan stated in his discussion 
about the song these elements (opening harmonic and melodic ideas) were the first 
musical elements he created after he had generated the title of the song. 
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Figure 10. Allan’s Song Project Introduction exhibiting harmonic and melodic interest 
 
Allan used tone painting to bring emphasis to important words in his lyrics. He 
used higher notes and held notes to bring this added expression to specific words. In 
shown in Figure 11. In the first phrase he brings emphasis to second (verse 1) and my 
(verse 2) by lifting the melody to Bb. In the next phrase he brought an even stronger 
affect by leaping up to C on the words “make” (vs.1) and “tryin’” (vs. 2). The final 
phrase in his verse repeated the emphatic ascending 5th leap stressing “mystery” (vs.1) 
and “story” (vs. 2).  
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Figure 11. Allan's use of tone painting in his Song Project verses 
He drew attention to the final word in the verse and built anticipation through 
rhythmic duration as exhibited in Figure 12. Through rising and falling melismatic 
motion on the word “fall” and “life” he illustrated the ideas. 
 
Figure 12. Allan's used of tone painting at the end of his verse 
The range was extended when he moved to the chorus and he brought even 
greater expression in his chorus by leaping up to E-flat as shown in Figure 13 on “back” 
(m.33), “make” (m.37), “lead” (m.42).  
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Figure 13. Allan's Chorus showing the use of tone painting on key words 
  Allan made intentional use of rhyme in his final project song lyrics. He used a 
verse aabccb rhyme scheme, a prechorus dd rhyme scheme, and a chorus efgefhh rhyme 
scheme. Although his rhymes were not always perfect, they made his catchy melodies all 
the more memorable.  
Verse 1 
Everybody wants a second try, 
Everybody wants to make things right 
But there’s no way to mend it all 
 
Wanna try to change history 
But how to do it is a mystery 
I only see how far I fall 
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PreChorus 
When it all adds up I get the feeling I should go 
But how can I leave all I’ve ever known 
 
Chorus 
Just sittin’ on the back porch singing  
I’m not gonna leave (and I said) 
I’m looking to make this place my home, oh, oh. 
I know it won’t lead to nothin’ 
There’s somethin’ I can’t see. 
So here I’ll stay, tryin’ make my way  
Movin’ on from yesterday 
 
Verse 2 
Well, I guess I’m gonna make my move 
Staying her just trying to prove 
I’m gonna do it right this time 
 
Now I’m looking through a different lens 
Gonna change the way my story ends 
I’m gonna tell it with my life  
 
PreChorus 
When it all adds up I get the feeling I’m just fine 
Somehow I know I’m gonna be alright. 
 
Bridge 
I can’t change the world until I change myself 
I know there’s more of this story to tell 
Though I’m on my knees I’m still standing tall 
Through it all 
 
Tag 
I’m moving on, 
Oh, oh, oh. 
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 Allan’s second verse projected out a future that he would “write” with his life. His 
narrative displayed a sense of empowerment as a work in progress with a hopeful ending: 
“Now I’m looking through a different lens//Gonna change the way my story ends//I’m 
gonna tell it with my life.”  
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CHAPTER 8 - RYLYNN 
Background 
 Rylynn was a fifth year senior in the artist specialization. She had taken the class 
before, but needed to retake it. There were two predominant themes for Rylynn during 
the semester. The first was her low self-image in statements she made regarding how she 
felt that other students were better than she was. She frequently discussed her desire to 
find a husband while she was at Freeman University. She struggled with her self-image 
during the semester in song ideas that she created. The second theme for Rylynn was her 
experience with physical pain. Rylynn had recurring bouts with migraines, which were 
confirmed medically, that kept her from class. The prolonged nature of her struggle and 
pain became a theme for her song project. These two themes intertwined throughout the 
semester. 
 Rylynn grew up in a close-knit family in the northeast and indicated a number of 
times that she loved her parents. She loved singing as a child and remembered taking 
voice lessons from when she was very young. She began singing in church when she was 
nine and recalled that she enjoyed singing worship songs like, “Days of Elijah” and “As 
the Deer.” At family gatherings during the holidays, her family always requested that she 
sing “My Heart Will Go On” from the movie “Titanic.” She was very close to her 
grandfather who had an influence on her musically. She and her grandfather would listen 
to the radio and dance together when she was a child. Her grandfather liked the “oldies” 
like “Wooly Bully” by Sam the Sham and the Pharaohs. They also listened to country 
music standards when they went for rides in his pickup truck.  
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Her family also regularly performed music. Rylynn’s father and brother were 
actively involved in their church worship. Her father was a drummer and her brother 
played guitar and sang on the worship team at church. Her mother liked to sing although 
she had never studied voice or sang actively in the worship ministry. Rylynn remembered 
having jam sessions at her house where she would sing, her brother would play guitar, 
and her father would play drums. She felt that her family supported her in her pursuit of 
music and worship as a career.  
Early Songwriting 
She began writing songs when she was 12 years old. She was given a guitar and 
wrote her first song soon after. The song was about “salvation,” and Rylynn remembered 
her father having her sing the song for all their friends. She recalled the chorus lyrics as: 
If you have not said yes to him,  
Just open your heart,  
He will come in (Interview, October 2, 2012). 
 
Her father responded to her song by telling her she was going to be famous and 
encouraged her to sing and to write more songs. She explained how she created her 
second song: 
I was sitting in the back of my church, my old church building. It was really tiny 
and it was hot in there and I had nothing to do and my dad had to clean. And I 
was just like, oh no, he was fixing his drums. And I was just sitting there and God 
gave me this entire song. ENTIRE song. And it was all about, like, "For you 
alone, for you alone." I think I was like 14 when I wrote that. That was a whole 
experience (Interview, October 2, 2012). 
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She claimed her greatest influence as a singer and an artist was the worship 
leader, singer, songwriter Darlene Zschech. She asserted that when she listened to 
Zschech’s worship CDs she would be completely filled with the Holy Spirit and enter 
into the Holy of Holies.3. Evangelical Christians have taken the Holy of Holies as a 
symbol of God’s presence in their lives. She became emotional as she explained her 
spiritual experience: 
I did that in my living room like a hundred times listening to 'Shout to the Lord.' 
And I would just be like... [overcome] [laughing] in my living room, and like, 
really? This is happening? I need to do this one day. Like, I just pictured myself 
leading, like, millions of people in singing “Shout to the Lord.” That was my 
dream. Then I was like, this is CRAZY! (October 2, 2012). 
 
I was just, like, this person loves Jesus, they're singing their lungs out, and they're 
leading people to Christ, and that's what I want to do. And that's how I, like, 
found all the people that I loved and then I would say probably my early teens. 
And all of a sudden I found Rachel Lampa and I was just like I have to become a 
better singer. And that's when I was like, “This girl is RIDICULOUS" and I 
would just practice for hours in my room. I would just put her CDs on and... and 
just, I can't even tell you how many WOW CDs I had. And I would just play them 
over and over and over and over and just learn. And all the songs. And then when 
I was thirteen I was allowed to go into Youth Group. And by fourteen they pushed 
me right, I mean, the second I walked down. [She became a part of the youth 
worship team when she became a part of the youth group]. On my first night I 
walked down the basement steps into our Youth Group. And they were like, “Oh, 
my gosh, are you going to be our Worship Leader?" And they were like, and a 
year later I was the worship leader for the youth group and I did it until I was like 
18, 19 years old and I was like... it was the coolest thing EVER. I had such a good 
childhood growing up with that. I was blessed (Interview, October 2, 2012). 
 
                                                
3 The reference to the Holy of Holies has to do with Jewish religion and the inner sanctum where 
the presence of God abided among the Jewish people, which is taken figuratively by Christians 
(Oswalt, 1997). 
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Reason for Taking the Songwriting Class 
 Rylynn struggled with a low-self image, and it affected her feelings regarding the 
songwriting survey class. She said that she took the songwriting survey class because it 
was a requirement. She explained her reluctance, “But the songwriting class really scared 
me because I just don't think I write good.. good enough stuff”…(Interview, October 2, 
2012).  
 Even though she was concerned about not being good enough for the class, her 
feelings were strong regarding the songs she had written. When Rylynn came to Freeman 
University she anticipated showing her songs to faculty whom she felt would love them 
as she had. But the first song she presented to a songwriting faculty member was 
critiqued with suggestions on how she would need to change the song to make it better 
and more marketable. Rylynn reacted to the criticism exposing her strong sense of 
ownership in not wanting to change any aspect of her song. She felt that God had given 
songs to her and that they were not to be altered. To change them would be wrong 
because she would be changing something God had given her. She felt the same about 
her artistry. She believed that her songwriting and her artistry were a matter of nature 
rather than of nurture. They were gifts given through an anointing from the Holy Spirit. 
Rylynn’s View of Creativity 
When God had given her a song at church the process came very quickly. She felt 
it was a good experience, and excitedly recapped her feelings about it: 
That's why I say it was probably the coolest experience because it literally just 
came out in an hour and I had the whole song. Whether it's good or not I had the 
whole song. Y'know, like verse chorus bridge chorus, I had it all down. And I was 
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like “This is AWESOME! I wrote a SONG!” [laughing] (Interview, October 22, 
2012). 
 
The experience gave her the feeling that is how all songs were written. She 
described the frustration that she felt when songs did not come to her in one complete 
burst of inspiration. She equated times when songs did not flow as being in a wrong 
spiritual state and unreceptive to what God was giving her. This, perhaps, kept her from 
seeing the value of crafting her songs. As far as she knew, great songs were given to the 
songwriters complete in one sitting. To Rylynn the fact that her songs came quickly 
reinforced the idea that they were divinely inspired.  
As we talked she explained how she built her song during her experience at 
church: 
I: Did the words come with it or... was it just the melody first and then the words, 
or...? 
 
Ry: Um, I think I had a thought in my head about, y'know, I was thinking about 
how I wanted my guitar, and my singing, and everything to be just for God. And I 
write a lot of, um... [clicks mouth] I guess you could say situational songs or like 
based off of my life experiences. So it'll start like, like the opening of the song 
was [singing] 
 
   3     4    4(3)   3   3    4   4 
Standing here thinkin' of you  
 
  4    4   4     5    5   6   6 (5)   4     3   3    2 
and all the wonderful things you do for me 
 
So, I was just standing there thinking about God and all the things he did for me. 
So I put it down on paper and I put a melody to it. And, um, the chorus was just 
[singing upper octave] 
 
  1     1    3 2 1     1     2   2     3 2   
And I'll sing        for you a - lone   
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It was just me sitting there and I was just singing and it just turned into this song. 
And it was like that's why I say it was so crazy because it went from these 
thoughts and it turned into this song. It was like a God moment, y'know. It wasn't 
really like... moments I've had more recently where I'm like I really wanna write 
this song about forgiveness or love and, like, you just sit there for hours and you 
write nothing, except for 'Jesus is love.'  
 
I: [laughing] 
 
Ry: [her voice is more animated] He loves me. [I am laughing louder] And you 
have nothing else but that. Or you're like trying so hard and you're like, [affected 
voice] “love is like a flower...with.. four..petals.” You're trying so hard to come 
up with like a metaphor or something. But it was that one song was just SO easy. 
And somebody told me one time. They were like, 'you should change this.' And I 
was like, I'm never gonna change that song. It is what it is. It came to me in an 
hour and I don't ever wanna change it. Just that one. I wanna keep it (Interview, 
October 2, 2012).  
 
 Rylynn associated her struggle with the process of songwriting with her spiritual 
sensitivity. She felt that if she did not finish the song in one sitting it was not “God 
ordained” (October 2, 2012). She gave an example of a co-writing situation where she 
saw people at a songwriting intensive class create a song in 15-minute session. This 
seemed to support her understanding of how she thought songwriting worked. Once she 
started her song idea and put it on paper she was reluctant to change it even when she felt 
it was poorly written.  
 When Rylynn spoke about her songwriting process at the start of the semester she 
rarely referred to the knowledge and skills that were addressed in class. She explained 
that using tools outside her knowledge and skill set made her feel like she was cheating. 
She described her writing process during her first interview after 6 weeks of class: 
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I sit on my floor with my computer.. and a pen.. and a piece of paper. And I just 
go at it. Sometimes I go on and I use, like, I'll be like [pantomiming typing on the 
computer as if searching on rhyme.com] words that rhyme with 'the.' Words that 
rhyme with...whatever. And I've been using that a lot more, but I feel like such a 
cheat when I do that. Like, really? You can't come up with it yourself? But.. 
Sometimes you just need ideas! You gotta... I'm not, I don't think I'm very 
creative. Sometimes I look at myself and I'm like, I could never do that. Like, the 
chords that these people were coming up with today. I was like, really? That came 
from like... like, someone like awesome. Like Billy Joel or, like, not a fellow 
student (October 2, 2012)! 
 
The Value of the Songwriting Survey for Rylynn 
Rylynn’s beliefs about the value of songwriting change significantly over the 
course of the semester. But as the course went on her feelings about songwriting as 
merely a product of divine inspiration were challenged and she began to see the value of 
craft in songwriting. As a result, her reluctance to take the course changed. Rylynn 
explained that she felt it was good that the songwriting survey class was required. She 
added: 
Ry: But I'm really glad. It's stretching me. I'm glad I was in. So I didn't really 
choose it... 
 
I: But it was in your DCP (Degree Completion Plan). 
 
Ry: Yes. But I'm glad it was. I really am (Interview, October 2, 2012). 
 
Self-Growth and Self-Awareness 
Rylynn disliked the praxes because she felt they exposed her weaknesses. While 
she felt it was important to gain what the class taught she said that she felt the class made 
her feel “dumb” (October 2, 2012). In her first interview she explained how she felt 
others in the class were better than she was: 
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Ry: …like today was SO... I just wanted to rip that paper in half and throw it. I 
did, I was about to crinkle it and I was like, “we have to hand this in.” I just 
wanted to toss it out the window and because I was like “Yes! I have like this B 
minor in here!” And I was like so proud of myself that I changed some of the 
chords. And then everyone else went and I was just, like... 
 
I: Oh... 
 
Ry: Really? Like, the first kid that went, he had like that crazy chord like right in 
the...and, uh, that was like the one section I was just like, “Oh, I'll just keep that 
the same, 'cause I can't find anything for it” and he had. But the thing is like when 
he was playing it I could hear it. But I can't, like, mentally figure it out (Interview, 
October 2, 2012). 
 
When I asked Rylynn what she was learning about herself during her second 
interview she confessed it was about her reluctance to accept the changes to her ideas 
regarding songwriting. She also discussed how she felt that God was showing her how to 
become better through circumstances and studies. Her understanding of God’s work in 
her life shifted from feeling that if it was “God’s will,” it would be easy. In the following 
reflection, you can see her embracing the realization that discipline involved difficulty. 
She mimicked the voice of God as if he were asking her why she thought it would be 
easy? She explained: 
Change is OK. I don't have to stick to what I've done my whole life. There's a 
reason I'm learning to do things differently. God is showing me how to better my 
gift. How to, I think I wrote to you in a, in a journal about that movie I saw where 
the guy said, y'know, if you don't have the discipline to learn your own craft then 
quite frankly you don't deserve to be here. So if I'm not willing to learn how to 
shape my songs, how to be better not only as a person but as a songwriter, as a 
Christian, as a, if you wanna go as far to say, as a theologian using my songs to 
bring forth the Gospel. And think, like, if I don't have the discipline to do 
something like that then I don't deserve the gift and that is something huge God is 
showing me through this class. Then it's like, it's NOT gonna be, “WHY, WHY 
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would I make it easy? WHY? Why, why would you want it to be easy?” You 
want to struggle through things like that because that's what makes it. That's what 
makes the song PERIOD! That's what makes it! It's not, yeah there will be, I 
remember this one song. For me it's like personally it's like the greatest song 
because when I sing it I know what it is. People don't understand it. It doesn't 
make any sense. The piece doesn't really make any sense. It doesn't, like, really 
flow well. But when I sing it I know what it is and it's like this release comes out 
of me. And when I wrote it I just start crying one night and this kid's situation was 
just breaking my heart and I just had to write about it. And I just put my thoughts 
to music on piano. So when I sing it makes sense and that is a gift from God to 
me, but that's not necessarily something you're going to put on an album and will 
share in a church (Interview, November 8, 2012).  
 
Growing Through the Praxis Presentation  
 Having taken the class before, Rylynn faced a bit of anxiety knowing she would 
have to present during the praxes. She struggled preparing herself for the first praxis but 
found after the praxis that she was encouraged by her results. She wrote in her journal: 
This week in your class really challenged me. Not only did it challenge me in my 
own personal life, but also it opened up my heart! The things I wrote in that short 
story were absolutely real. It wasn’t coming from some random place…it was 
coming from my own heart…from my own life! It felt sooooo good! 
Now I am sure you’ve heard all kinds of stories in these journals about family 
members passing away, boyfriends and girlfriends breaking up, the whole nine! 
But when you are living the experience it is so much different. So, I just wanted to 
say thank you. Your praxis lesson set me free in a way. When I stood up to read 
what I wrote, I cannot even tell you how freeing that experience was (October 2, 
2012)! 
 
Journaling and Self-Reflection 
In her first interview Rylynn reflected on the frustration she felt regarding 
songwriting: 
Like, I just feel like every time I'm in that class and you're talking about, like, 
Bach, and...[breathes in] we're learning about these incredible people that just had 
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this gift. I'm just like, I'm never gonna be able to write something that is going 
to... that I can put on, like, your desk, or like Davis' [a songwriting professor] 
desk, or somebody and they'll be like, 'I want to learn this. I want to sing this. I 
wanna show somebody.' Whatever, like, I just don't feel...like I guess, 
insufficient? Is that a word? I don't know. It's very, very challenging for me.. 
because I feel, and I can sense God's call on my life to keep writing my music. 
Because it's my story. It's not, I'm not just writing because I like to do it. It's, like, 
how I live. Like when I go through something, I have to write a song about it.  
 
I have, like, these songs that I wrote when I was going through this really hard 
time when I was younger. And it, like, rips my own heart out. And I'm, like, I 
have to keep writing this stuff. And I know, I just have to believe that God's 
gonna give me. I'm not good at theory. I'm not good at figuring out awesome 
jazzy chords, and I just have to believe that God's gonna give it to me somehow 
(October 2, 2012). 
 
After a lecture on the late Baroque that featured work by Bach, Handel, Isaac 
Watts, the Wesleys, and Keach, Rylynn wrote a journal exposing a transition that was 
taking place in her mind. In her journal for the week, she reflected on an epiphany she 
had and the conflict that followed to test her. She wrote:  
This week was very interesting for me. I really enjoyed our lecture on Tuesday. It 
really opened my eyes and helped me to see that I truly do want to learn about all 
this “history stuff” behind all the music I have been singing my whole life. I left 
feeling challenged to not only want to stay in this major and hopefully profession 
but to be the best I can be at it, in every way. I want to be able to say that I know 
about the history of music, simply because music is my life. One of my favorite 
quotes is “if you don’t have the discipline to learn your own craft, then quite 
frankly, you don’t deserve to be here;” although from a movie, that was said to a 
music student who could play the drums without ever looking at the music [the 
movie was Drumline]. He could hear a very complicated piece and play it back 
almost immediately. But when it came time audition he couldn’t read his audition 
piece. That is when his professor pulled him aside and said this to him. It has 
always really stuck out to me because singing comes very naturally to me. 
Harmonies come very naturally to me. But everything else that has to do with 
music, reading, playing, writing, does not come naturally. And I have the audacity 
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to sit there and get mad? I should hit the books harder if anything. And I think I 
expected my entire “worship” education to be easy. So I never put any effort in to 
truly learning how to read music. I just did what I had to, to get by and pass my 
classes. Now that I am a 5th year student, and after this past class lecture, I really 
and truly regret those decisions. When am I ever going to have an opportunity like 
this again? I’m surrounded by people who could’ve helped me. When I leave here 
the Lord know I am never going to voluntarily pick up a musicianship book! I just 
wish I would’ve worked harder, because now that I am closer to where I think the 
Lord has me going, I don’t feel as prepared and ready. I don’t feel like I did 
myself justice by just trying to pass classes. And now it’s too late. 
 
Then we got to Thursday. Oh joy! I absolutely hated myself on Thursday. I never 
felt so dumb. Ok, I probably have a million times before, but still, I felt so stupid. 
I thought I had it going with changing some chords on the song and was playing it 
on piano. I felt so good! 
 
Then everyone else went. All I wanted to do was shred my work and stomp on it. 
I was so angry and I felt so stupid. I couldn’t even tell you what kind of chords 
were coming out of these kids brains and fingers. All I know is that they were 
incredible and that I couldn’t do that. Could I hear it in my mind, yes. But that 
doesn’t do anything for anybody if it’s just sitting in my brain and I can’t put it to 
paper.  
 
But after talking to you in our interview I felt a little bit better about myself. I 
know God has a calling on my life and I know He has a plan for me. And maybe I 
will get the chance to study theory some more and maybe I will actually try to 
learn. But if not, I still can rest in the fact that even though I don’t think I am good 
enough, with Him I can do anything. I can write amazing music, lyrics, and 
melodies. I can come up with amazing chords. If He wills it, it will be done…. 
 
But one of the other things I really enjoyed about Tuesdays lecture was learning 
about all of the amazing musicians that came before me. I really wish I could have 
been there when they were writing some of this stuff. I also really wish I could 
have had one of their brains for like 5 minutes! Could you imagine being Isaac 
Watts and writing over 400 hymns?!?! Or how about The Wesley’s?!?! 6,000+ 
hymns?!?!?! Whoa!  
 
Then learning about all of the different types of things that Haydn and Mozart 
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wrote. I think if I ever wrote either an opera, mass, or requiem, I could just die 
after it was finished. My life would literally be complete. And just think! They 
probably wrote hundreds! I wish I could have been one of those men…just for 
one day. I. Need. Confidence (Journal, September 28, 2012). 
 
Rylynn had a series of weeks when she was struggling with migraines to the 
extent that she was unable to attend class or do homework. The next entry Rylynn made 
was after her return to class. It carried the same theme from her last journal and displayed 
her growing confidence. It also indicate a transition was taking place in her songwriting 
approach. She had begun embracing rewriting as a necessary part of her songwriting and 
was thoughtful in her use of metaphor.  
Finding Voice 
Rylynn began to find her voice in songwriting during a praxis when students were 
asked to choose an attribute of God and create a dichotomy like dark/light, good/evil. 
They were asked to write two rhyming couplets based on their choices. Rylynn created 
the dichotomy jealousy/satisfaction. The song idea she wrote was built around an idea she 
had heard in a sermon. She explained how her feelings of inadequacy as a person were 
addressed in the sermon theme and explained that she felt like the pastor was preaching 
his message right to her. She become emotional as she reflect on the affect the message 
had in her with regard for God’s jealousy for her love and attention. In her journal she 
expressed the conflict in her mind regarding her feelings of not being good enough. Her 
couplets were written as a response to the sermon, using jealousy to frame her idea of 
giving herself fully in her relationship to God.  
I was thinking the other day that a lot of the reason I haven't written yet this 
semester is because this class makes me feel like my material isn't good enough. I 
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feel as though I need to be writing "better" songs, but what that word "better" 
means, I am not sure.  
 
Anyways, I wrote 4 lines and was not happy with them. I liked the idea of the first 
two lines, but just couldn't bring it together with the second two. This is what I 
wrote: 
 
Dichotomy: jealousy/satisfaction 
  
He is jealous of my love and wants my heart 
He is not satisfied with only a part 
 
For only a part is not enough to give 
He’s jealous for all of me, for Him I am to live 
 
The second part is just...terrible. I mean it's not like its on its way to an album or 
anything, but it's just awful. Even reading it now I don't know what I was 
thinking. However, on the bright side, I was sort of happy with my melody. Do I 
remember what it was? Of course not. But I remember the feeling I got when I 
sang it aloud in class. I just thought to myself "I think I may finally have 
something with potential." Now the lyrics, not so much. But, we will see what 
comes of it (Journal, September 22, 2012)! 
 
The sermon had affected Rylynn’s understanding of self-worth. She said that in 
her intense pursuit for a husband she had lost focus and had ignored the larger pursuit of 
God for her.  
In her second interview we revisited Rylynn’s epiphany regarding her value in 
God’s eyes. She referred to the song “He Loves Us” by John Mark McMillan that 
references Deuteronomy 4: 23-24: "You shall have no other gods before me. You shall 
not make for yourself an idol in the form of anything in heaven above or on the earth 
beneath or in the waters below. You shall not bow down to them or worship them; for I 
the Lord your God, am a jealous God." MacMillan’s song was made popular by David 
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Crowder and the verse that Rylynn made reference to is:  
He is jealous for me, 
Loves like a hurricane, I am a tree, 
Bending beneath the weight of his wind and mercy. 
When all of a sudden, 
I am unaware of these afflictions eclipsed by glory, 
And I realize just how beautiful You are, 
And how great Your affections are for me (“He Loves Us” by John Mark 
McMillan) 
 
She explained in more depth the meaning behind her connection to the sermon 
she heard on God being jealous for her. She felt strongly that she wanted to express her 
new feelings in song just as she had done back in junior high. As she spoke her voice 
became more and more passionate: 
Yeah, um, it really.. for me, I have to write out of something that's in my life or 
it's just stale. There's nothing there. And I was sitting at my computer. I'm like, I 
could easily write about love. I could easily write about mercy. But what is it right 
now? And for the first time in my life..., and since I've known that song 'He is 
Jealous for Me,' I was at Traders Church and I understood what it meant because 
of something the pastor said. And I was just sitting there and I was like, 'cause I 
was thinking jealousy, and I was confused, and I never took the time to look it up. 
And I don't know why but I'm like, why God...why would God be jealous. He's 
God, like, I, I didn't understand it. I was thinking of jealousy in the way I'm 
jealous. And when somebody told me... that he is jealous for me, he wants all of 
me. He doesn't want me... He wants all of my love. He wants all of my attention 
and it breaks his heart when I'm looking into other things and I was like, 'Wait, 
what? Me?! Like, me!'  
 
And I just kept thinking in myself, like, me; Rylynn, me? Like, this person that 
has done this, this, this, and this. [becoming more passionate] Like, he's jealous 
for my attention and wants my love and wants me to stop looking for a husband 
and looking into all these things of, of worldly things. And it just, it was just one 
of those things in my life that was like God hit me with a two-by-four and it was 
like, 'Hello!' Why, like why have you not looked this up before and I just, like, I 
had to, I had to and wanted to elaborate on what I was thinking and what I was 
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feeling. And so I looked it up, and it was, like, a mother is jealous of her child's 
love. Like, I've been in relationships and when I, when I.. read, I forget what it 
was. It was a paragraph about, about lovers and I was like, I am probably one of 
the most jealous girls here, in this [gasps] room [referring to the classroom].. is 
what I was thinking. And I was like I get jealous easily (Interview, November 8, 
2012).  
 
She thought of relationships she had had and how she wanted her boyfriends’ 
complete attention. She added:  
And when I thought, when I twisted that and I thought of God thinking of me like 
that it was like, I didn't realize that God loved me like that. I thought it was a, I 
forgive you, like this warm bubbly, like, happy [funny voice - heightened] I love 
you! But it's like this deep yearning for my life! Like he wants all of me and he's, 
he's just sitting there, like, "Rylynn. You're doing this. You're making these 
mistakes. You feel this pain and to, like, "Come to me!" He's just sitting there, 
like, "Hello! Hellooooo," y'know? And, I'm going to this, I'm going to that and 
that word jealous was just like, it just leaped out of the computer screen. And I 
was like, "I gotta figure this out. I gotta write it." I don't think I did a very good 
job [laughs], but.. it was like finding out that God died for me and that's, I don't 
know how to explain it (Interview, November 8, 2012). 
 
I observed a change in Rylynn during the semester from that point that was rooted 
in her realization of “God’s love for her.” Her intense pursuit for a husband was 
redirected to a pursuit for God. She became comfortable with her identity as a musician 
and as a Christian, and she was becoming more comfortable with her identity as a 
songwriter. The desperation in her earlier journals and interview were replaced by a more 
centered confidence in who she was.  
At her final interview she enlivened her strong feelings regarding God’s jealousy 
for her and how this idea had captivated her and replaced her drive to find a husband. She 
recounted her epiphany by quoting a conversation she had with a friend that framed her 
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thought process around the biblical story of the Virgin Mary, and then continued with her 
feelings: 
Ry: Once she, she just said that I was, like, "OK. So there's this God and he got 
this woman pregnant.” Well that sounded really bad but you know what I mean.  
 
I: [laughing] 
 
Ry: And she had a baby. And the baby grew up and his name is Jesus and he died 
for me. But he was the son of somebody, which is God.” This is my process of 
thought.  
 
OK. So if my dad killed my brother to save the rest of the world that would be 
insane. So that's how I think of that.  
 
But then, [her voice becoming forceful] this jealousy concept comes in and it's 
like, this God, if I was the only human being on this earth, he still would have 
killed his son for me. Wow! And, here, I know I've said this before, but I've been 
wasting all this time. Like, husband, husband, husband, husband, husband, 
husband, and husband. And here he is just like standing here with his arms open 
like, "Hello!" And he's the greatest love I could ever experience. Yeah, maybe it's 
not physical and he can't like physically hold my hand and walk through the 
worship department with me and be cute and have really nice eyes but whatever.  
 
I: [laughing] 
 
Ry: It's way better! Anyway, so it was just like realizing that how jealous God is 
for me that was a huge epiphany. And I was like, wait a second, 'cause I realized 
what jealous meant. 'Cause I thought jealousy, I never really understood how God 
could be jealous because jealousy seemed like a bad thing to me. But when I 
realized and turned it the other way and realized that jealous meant that he was 
jealous for me. Like he's not jealous of me.  
 
I: Um hmm, um hmm. 
 
Ry: He wants me to love him, He wants me to turn to him. He wants, he wants all 
of me. He doesn't want me to be, like, I want you right now while I read my 
Bible. No! So that realization coupled with, like, because he's that jealous of me 
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he leads me to these valleys so I can recognize these things and be brought to him 
and become closer to him. It's just like this whole big, [shouting] "Oh my gosh!" 
pretty much (Interview, December 6, 2012). 
 
Ownership of Songs 
 During the semester Rylynn developed a rationale regarding the meaning of her 
songs. We had discussed her ideas regarding songs being given to her by God. She began 
to embrace the idea that perhaps there were songs she wrote that were for her own 
benefit. There were others she wrote that she meant to communicate to others. As she 
spoke she gave an example of a song she had written that had a positive emotional affect 
on her as she sang it. She seemed relieved that she could write songs that were for 
herself:  
Ry: I think it might have been that day because you mentioned something about, 
um, NOT every song is meant for, I forget how you said it, not every song is 
meant for somebody else or something maybe. It might just be meant for you. 
And I'm like, this could be the best song I've ever written just because I needed it, 
y'know. And I totally, I have this one song, like if you listened to it you'd be like 
that doesn't even make any sense at all. Like, it's just pain and, like, ripping on 
people and, like, really depressing piano chords. But when I sang it and I was in 
that, it was like freshman year, and I sang it I would just like go in a practice room 
and like blow my lungs out singing this song. And I would leave and be like I feel 
so much better. Would I ever put that on a CD? No! Because that person would 
know exactly who I'm talking about! [laughing] But it was just... 
 
I: But it's your song. 
 
Ry: ...it just kind of hit me and I was like, OK, so not everything I write needs to 
go on my EP. I can still write for me. I'm not; I don't have to write for everybody. 
I can write for myself, still. I'm allowed to do that (Interview, December 6, 2012). 
 
She expanded on her idea: 
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It's just, it was just cool because it was like I know there was a reason I was here 
this semester and I've learned so much. But that was like one of the biggest things 
for me because I don't, I just don't have to write for everybody. I like, if I feel I 
need to write something, why does it have to be my next masterpiece? It doesn't. I 
can just write it and I can just sing it for me when I need to. It just was like this 
weight was like, "OK. Just write when you want to. You're fine" (Interview, 
December 6, 2012).  
 
Embracing Songwriting as a Craft 
 In her final interview, I asked Rylynn what she had learned about songwriting that 
was vital to her. She revealed how she had embraced the idea of crafting her song. She 
said: 
Don't settle for the first time you write a song through because it can be so much 
better. Um, I've just, like.., I don't know what, what it was. Like, where I got the 
idea that you have to sit down and write it [in one inspired moment] (December 6, 
2012). 
 
She continued to expand on how her understanding of the songwriting process 
had changed during the semester: 
Ry: I guess I just felt like if it was something that I loved so much and it was my 
passion that it should come easy to me.  
 
I: Hmm.  
 
Ry: So that was, like, a slap in the face. It's like this is not, who said it was gonna 
be easy, like, why? Why do you think it's gonna be easy just 'cause you love it? 
No (Interview, December 6, 2012).  
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Meaning Making in Songwriting for Rylynn 
Making Meaning of Her Context 
Facing difficult issues. 
Rylynn’s struggle with self-image during the semester began with the first class. 
She had dated a young man and when their relationship ended she felt badly rejected. 
When she came to class she was shocked that the young man was taking the class as well. 
In her journal she wrote about the difficulty she face, how she questioned God, and came 
to a resolution. She made sense of her feelings from the praxis exercise that day: 
That was a rough class for me. I just sat there all class asking God... whyyyyyyyy?! 
How could this possibly be happening God??? I was angry, confused, and hurt. I 
didn't understand why He would allow something like that to happen knowing 
what I had been through with Patrick and knowing where I stood now (not 
wanting anything...at all...to do with him). Patrick even approached me and said 
hello and was asking me about some stupid eye mask he thinks I left at his house. 
It just was not a good day. I left just wanting to cry in confusion. 
  
Then, that night, I realized God wasn’t doing anything to me. I realized He wasn’t 
taunting me saying, “Hahaha Patrick is sitting behind you, Patrick is sitting 
behind you!” But He was right there with me. He was holding my hand saying, 
“Rylynn remember this summer when I showed you why I got you out of that 
relationship?” And through words of kind friends and a very wise father, I walked 
into that class on Thursday with my head held high, ready to work hard and write 
a song! And that’s exactly what I did. I poured my heart into that short story about 
the Smokey Mountains. All I’ve been longing for and all that God has been 
showing me and teaching me is how much he loves me and how I don’t need the 
approval of a human man to be worth something. I am worth everything to God. 
Hence the story of walking with my “true love” in between these “two blue walls” 
(Journal, August 27, 2012).  
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Life Purpose and Calling. 
Rylynn spoke about the conflict in her mind regarding her calling and her feelings 
of inadequacy in songwriting:  
So, that's honestly just what I, y'know, I look at the class and I'm like this is 
impossible for me. But I know that God has called me.. to this degree and to this 
class. So I just keep coming [laughs]. Even though I really wanted to walk out 
today [laughing] (October 2, 2012). 
 
Rylynn was an accomplished singer and, during her time at Freeman, she was 
sought after for her worship leading ability. When a satellite church was opened south of 
the university, Rylynn was asked to serve as a worship leader. She served there from the 
opening of the church for two semesters while the satellite church grew from its initial 
start of 400 in average attendance. Rylynn accepted a job offer from a church where she 
had done her internship after her fourth year at Freeman she felt a spiritual confirmation 
of her calling. 
Validation by Others.  
 Rylynn felt that part of her calling was for others to recognize her. She used 
words like “fame” and “becoming famous” when she talked about her own aspirations. 
During praxis sessions she was fearful about presenting her song ideas because she 
wanted to be recognized and receive praise from her peers and from myself.  
Ry: Umm.. there're some days I walk in and I just sit there and I look at Sheila. 
I'm like, 'I hate this class.' I hate it. It makes me feel so inadequate to do what I 
wanna do.. because there's so many things I don’t think about. I'm just, I just think 
this is my passion so it's gonna be easy. I'm just gonna write these songs. This is 
what I feel. Because most of the songs I've written and people have loved have 
taken me, like, two days. Y'know, I write the song, I write the words. I figure, 
y'know, I tweak it. I put it on youtube and I get ten hits from my friends. That's it. 
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And the song is done. I don't go back. So... being in this class is like racking my 
brain. I'm just like, I don't wanna go back. I want it to be done. I wanna write 
6,000 songs like Fanny Crosby and I'm doing, like, all this research on these 
people. And I'm like, they’re awesome and I'm not this good. But I wanna be. So 
it's like a catch 22. It's like I hate it and I love it because it's pushing me but it's 
aggravating because these kids in this class are so talented. It's like...  
 
I: But, yeah... 
 
Ry: ...overflowing with talent that room! It's crazy! (Interview, October 2, 2012) 
 
Identity and self-knowledge. 
Part of the recognition she longed for was addressed in a lecture regarding art as 
an object that she felt confronted her feelings of identity. In a mid-semester journal entry, 
Rylynn reflected on the effect that the lecture had on her own identity. She wrote: 
I think my favorite part of our two days this week was when you were talking 
about art as an object; about writing for ourselves and being true to ourselves.  
 
That really hit home for me as I have been struggling to figure out just that. How 
do I write for myself when I don't even know who "myself" is? Who am I?  
 
The only identity I walk in currently is my identity in Christ. I know that much. I 
know I am a precious child to the King of this universe and that I am His favorite 
and that He loves me more than anything. Do I believe that all the time? No. 
Hardly ever in fact. Yet, deep down in my heart, I know it to be true. 
 
But trying to figure who I really am, all over again, has proven to be one of my 
life's most difficult tasks.  
 
I lost myself at a young age. I remember who I was though. A happy, innocent, 
"always smiling" child. However when that innocence was wrongfully taken from 
me, I'd never be that child again. I miss her. I want her back. So, here I am, trying 
to find where she went (Journal, October 28, 2012).  
 
I did not pursue the story behind Rylynn’s loss of innocence but it seemed her 
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pursuit to find her identity was in full swing. In her second interview she spoke of the full 
time administrative position she had been offered at the church in Tennessee where she 
had done her internship. During her internship she had gotten into a relationship that 
could have proved destructive. Looking back she had made a decision that enabled her to 
take this position with confidence and integrity built on her own identity and not in 
pursuit of finding a husband.  
 Looking back on the semester, Rylynn revisited the change she had had during the 
semester regarding becoming more comfortable with who she was. She explained with 
regard to relationship that God is all she needed. She explained: 
…God has been showing me…God is all you need. He's enough and I can listen 
to the songs about him being enough. But until you experience it you're not going 
to believe it as much as you would have before. And I experienced it (Interview, 
December 6, 2012). 
 
She went on to explain how she had come to this realization: 
Ry: I'm off campus and I would just spend nights alone all the time and it just 
came to a point where I had to let God be enough. Even though He already is I 
had to allow Him to be in my life. And I just got to a point where I was like so, I 
was so much happier in that than I ever was in a relationship. And when I realized 
that it was like, I, I couldn't even describe it. It was just like a wave. That's 
probably the best thing I could do. It just like washed everything inside of me 
away that he didn't want there.  
 
I: Is a part of this that you're more comfortable with who you are? 
 
Ry: Um hmm. Very much so. 
 
I: Yeah. 
 
Ry: And it has, it has helped a lot too that I'm finding my place in the fact that I 
have a job and I'm needed there. I'm wanted there. Y'know, I do what I've been 
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taught to do there. Um, I have my own little place there apart from my family. I'm 
my own person and on top of, y'know, finding my place in Christ and letting him 
BE that. He's showed me who I am in him and who I've been wanting to be all 
these years here at Freeman (Interview, December 6, 2012).  
 
Connecting with God Through Songwriting 
 When Rylynn was organizing her song project, she created the lyrics “there’s a 
reason” with regard to making meaning of her experience with pain. The song was a 
narrative of her experience of physical and emotional pain. In her second interview she 
talked about how her song project was taking shape. She walked me through her 
songwriting process, which showed her connectedness to God, and explicated her 
thinking behind the phrase “there’s a reason”: 
So what I did was I had two lines that rhyme and then I had, like, this, um, I guess 
it's like this break. It's like [singing]  
 
duhduhduhduhduhduhduh, duhduhduhduhduhduhduh,  
 
   4         4   4   3    3 
There's a rea---son 
 
Then two more lines that rhymed, and then.. 
 
   4         4   4   3    3 
There's a rea---son 
 
And it broke it up and I was like, woah, I never wrote anything like this before. 
And it came really cool, but I still had the rhyming thing and then repetition, then 
“There's a reason” and, but I still didn't know where I was going with “There's a 
reason.” So, I'm like where am I gonna go with this. I think what I was trying to 
say is that there's a reason, and like:  
 
To those who have dealt with any measure of pain 
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Who have everything to loose and yet nothing to gain 
There's a reason 
 
That’s what I wrote. And I'm like I know there's a reason and the reason that I 
know what, what that reason is, is God is bringing us to him. I am, cannot write a 
chorus for the life of me. I have never, ever, ever had trouble writing a chorus in 
my whole life. I cannot get it out. I don't know what I'm trying to say. I can't put it 
into, into a melody. I can't put it into.. words and it's like, this is just driving me 
crazy. But I got really cool lyrics. I really did. I'm so happy! (November 8, 2012). 
 
Writing From Her Context 
Communicating personal and spiritual meaning. 
 For her song project, Rylynn wanted to create a song with an upbeat groove. She 
explained her reason in her second interview: 
It's kind of funny how God, I don't know that it's a God thing but if it is it's funny 
how he works because I've been wanting to write more upbeat things that would 
catch. I feel like when you turn on the radio and you hear on a Christian station 
someone that's not saved and you hear more of an upbeat song I feel like they're 
more likely to listen 'cause it, it feels good. It makes you feel good. It's got a good 
beat. And I was like, y'know, I kinda want to write something, just recently I was 
thinking, “I wanna write something that's got a good, not even fast but just 
something fun. A little more fun.” And this song is kinda like, the words are kinda 
fast and it's got, like, this really cool off-rhythm. I'm like, “I don't think I really 
wrote anything like this before” (Interview, November 8, 2012). 
 
 For the semester song project, Rylynn worked from a song analysis worksheet. 
After she handed in her project proposal I made some comments and asked who her 
audience was. I suggested she write to those who had dealt with any measure of pain. She 
explained how she organized her thoughts and crafted her song after getting my 
comments back: 
It was actually exactly what I had written on my, um, I had filled out the Song 
Analysis Sheet, huh, for my song. And you handed it back to me and I was lookin' 
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at it and I was, like, it said, um, to write down your audience. And at the bottom 
of the paper on the back where it was blank it said, like, "somethin', somethin', 
somethin', to those who have dealt with any measure of pain." And I was like, 
'Whaaaat?" So I wrote that down on a blank piece of paper, "To those who have 
dealt with any measure of pain." And then, I put in the stresses and everything and 
I was like, where I wanted them. And so I went home and was like, how do I 
[snapped fingers] want this to sound. How do I want it to be. I played, no, at first I 
started on the piano. Then I, because I didn't KNOW how to play in that key I just 
gave up. I was like, I can't, I can't feel this. Y'know, I was just like.. tinkering 
around. It wasn't anything progressive. So when I got to my.., um, guitar, I was 
like, OK, how do I want this to sound. And I was like, this is kind of a lot of 
words: "To those who have dealt with any measure of pain." It's not, that's a lot of 
words for one sentence. Usually it would be [singing]: 
 
 1     1       2       3       3 
To those who have dealt 
 
   1    1 1     1    7    6    5 
With any measure of pain 
 
Rylynn described another praxis experience where meaning became the object of 
her expression. She had changed direction in her songwriting focus during the praxis. She 
had started by continuing with her idea regarding jealousy but became frustrated with the 
moment she was projecting. She switched to a song that focused on empowerment within 
a broken relationship. She explained the change that happened during the creative process 
and how she felt she needed to express these feelings: 
Um, but then there was other times like the jealousy thing where I was like I was 
writing and writing. And then I was like wait a second. All of a sudden my mind 
did this flip and I was like, I was so sick of writing these depressing songs. So I'm 
like, more power to all these women and I hate guys and [laughing] I just wrote 
this, like, chorus thing and I was like, that was awesome and it felt so good. I was 
like, and that just came out of somewhere. Obviously it needed to come out. But 
at the same time it came out of nowhere, so (Interview, December 6, 2012).  
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Songwriting Strategies that Rylynn Used 
 Rylynn assimilated her new knowledge and skills with her background in 
songwriting during the semester. She transitioned in her thinking of the process as 
primarily what she felt were God inspired moments to inspiration and revision. Much of 
her thoughts have been reviewed up to this point. This section will review what Rylynn 
said regarding the strategies she employed in her songwriting process. 
Using Technology 
Rylynn started her songs by writing her ideas down on paper. She would create an 
idea page and write all her ideas down with pen and paper. She explained her affinity for 
pen and paper: 
Ry: I have the idea page, like I write all that handwriting in my own writing. 
Because, like, if I have an idea page if it's like “broken” and “brokenness” I like 
to know that.. they're the same idea but they're totally different to me. Like, that's 
what I, or like, you can put them, you can shape them, you can, y'know, with your 
handwriting whereas Word is just...just lines. Like, I like having that difference in 
the beginning. But then once I have all those ideas I put it into Word because it's a 
LOT easier: copy, paste, put this word here, put that word here. Um, so it's just a 
matter of where I am in the songwriting process. What I would use... (November 
8, 2012). 
 
Garageband. 
But she also had facility in Garageband and enjoyed arranging her songs with the 
many sounds that software made available to her. In high school Rylynn had taken a 
music technology class where she learned Garageband. In the class she had set her 
original song “I’ll Sing for You Alone” in Garageband with keyboard, drums, guitar, and 
bass in MIDI sounds and a three part vocal that she sang. She felt very accomplished in 
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recording her song and when played it on a CD player at home her family responded 
enthusiastically. Looking back she felt her high school experience with Garageband 
although very basic was a good start for her. But she also revealed the song was not 
something she wanted to show around the worship school. She said that after she had 
showed it to one songwriter who is a worship leader he said that he liked it, but she never 
performed it on campus for anyone outside her family (October 2, 2012). 
She liked to record her songs in Garageband because it offered both the capacity 
to record her live audio and add virtual sounds. She felt that she was good at creating 
harmonies for her lead lines and using alternate voices. Rylynn used Garageband to 
record her song project demo. The vocal and guitar were recorded live. She recorded the 
drum track and the keyboard via MIDI using Garageband sounds. She explained how 
hearing her song gave her a sense of accomplishment and built her confidence: 
Even if it's just, like, last night the song that's due next week for us. I just threw it 
onto my Garageband and I just put like a little shaker with it, whatever. And just 
listening back to that, it's just every single time when you can just listen back to 
that.. it just feels like the biggest accomplishment. Like, even if it's not finished it 
just feels so, I don't, I don't even know how to explain that feeling. It just feels so, 
to me, it feels like a huge accomplishment because I struggle so much with 
confidence and what I write and how it sounds. And, y'know, is it really that good 
(Interview, December 6, 2012). 
 
Video recording her creative ideas.  
Rylynn used Photo Booth on her Macbook to video record herself singing and 
playing her song ideas during the creative process. She liked to video record while 
songwriting with Photo Booth software to capture the emotion she was experiencing. She 
liked being able to look back over her videos and remember what she was going through 
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that prompted the song. She reviewed the videos to see the chord voicings she played on 
her guitar or her piano. The videos were not meant for public viewing but as part of her 
songwriting process. Unfortunately she never backed her computer up and lost all of her 
song ideas when her computer was repaired early in the semester.  
 Rylynn wrote songs at the piano because she could find her way more easily to 
colorful chords. She also liked to write on guitar. She had played guitar for so long she 
said that she liked being able to use it when she was looking for a strong rhythmic 
groove. She played both instruments in her final project demo recording.  
Regular Short Writing Episodes 
 Rylynn began seeing how writing in short episodes could help her write songs. 
She explained how writing in couplets helped her concentrate on creating more 
expressively: 
Working in couplets has proven to work for me though. It's easier to work with 
just two lines at a time instead of sitting down and trying to write a whole verse or 
two. If I have an idea, sitting down and writing a few couplets on that one idea 
seems so much more logical now. Rather than sitting down, writing a whole 
rhyming verse, and then looking at it and having no idea where to go from there 
(Journal, October 28, 2012).  
 
Tone Painting  
Tone painting was a new concept for Rylynn. As she spoke of the strategies she 
used she described how she used tone painting to more intentionally express her lyrics 
more effectively. She described her frustration with tone painting mid-semester: 
Now about putting melody and lyric together! Haha! When writing a lyric and it 
talks about jumping up, it seems to me that it'd be common sense to have the 
melody go up. Or if you are talking about falling down that the melody would go 
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down. But it's not so "common sense" when you are actually trying to do it. 
Hahaha! It has happened on a few occasions where some really cool run will 
come out on the word falling or something like that, but when you're trying to do 
it on purpose and make the lyrics and the melody work together...it basically feels 
impossible. One of the two elements, in my case, always end up lacking. But as 
you told me last week in your comments on my entry, you gotta start somewhere 
right (October 28, 2012)? 
 
A few weeks later she reflected back on the knowledge she was building 
regarding tone painting. She explained how an awareness of tone painting helped her to 
be more intentional in setting her lyrics musically and compared songwriting to ice 
sculpting: 
Ry:…in my lyrics I'm, like, looking for ways ta, ta purposely put it in there. And 
then if I do that first, then it like shapes my melody. And, like, OK, this could be 
really cool. Instead of, y'know, I was going in this direction. Now let me, yknow, 
on this word falling let me try and do, fit in a run and then it's like, wait! If I put 
that run in there then I can put, y'know, these two other words at the end of that 
and it, like, it starts changing it and shaping it and it's like I think of like a ice 
sculpture, a wood piece where you're like, well, maybe if I shape this little piece 
off or I add this little bit and it starts to form it  
 
I: Um hmm, um hmm. 
 
Ry: And I never really, when I used to write it would just be whatever came out is 
what, and I, y'know, you pull up iPhoto or PhotoBooth or whatever it is and 
whatever you sang into that is what stayed with the song.  
 
I: Um hmm, um, hmm. 
 
Ry: So now it allows me to, like, look at it from all these different angles. Like, 
well what if I did, y'know, a run UP, or if I had the melody jump down a fourth or 
go up a fifth.  
 
I: Um hmm. 
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Ry: Like, what would that change and what is it saying there. So, it's pretty cool. 
'Cause I never, like I said, I just never stopped to do that purposefully. And it's 
like changes a lot if you sit down and actually do it (Interview, November 8, 
2012). 
 
Using Literary Devices 
Rhyme 
 Rylynn felt that her songs needed to rhyme in a regular type of rhyme scheme. 
She typically used an aabb or aaaa type of rhyme for her verse. She struggled early in the 
semester with her rhyming skill feeling that it kept her from writing deeper thoughts into 
her lyrics. She reiterated her position after beginning her song project. She set her strong 
feelings regarding rhyme inversely saying, “Like for, it would be like a life's work to 
write a song that didn't rhyme for me. I can't do it. I don't, I can't get any kind of flow” 
(Interview, November 8, 2012). 
Song Project  
In her final interview Rylynn related her development in her knowledge and skill 
in songwriting. She recounted that her understanding prior to class was limited in 
thinking that her feelings would direct her and that if she could not write the entire song 
in one sitting it was a failure. She pointed to the lyrics of John Mayer and how she had 
accepted the notion that his lyrics always came to him in one sitting. In retracing her 
development as a songwriter she referred to her song project and the work she had done 
in writing and rewriting as she progressed in her understanding and in her desire to make 
her song artful. There was still a bit of tension in her reasoning regarding her songwriting 
approach. She explained: 
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Ry: Songwriting is more of.. like when I used to write songs it was something that 
I just did because I enjoyed it and I just, like what I wrote is what I wrote. I didn't 
look back at it. I didn't form it. And now learning about the history and how much 
the, the greats if you will of music history have put their, poured their lives and 
their time and their energy into crafting their, their pieces. It, it makes me look at 
it more as a piece or a work of art. It's like, it's not something that, I used to get 
frustrated. Let's put it this way, I used to get frustrated when I couldn't sit down 
and write a song. Just write it in like just... 
 
I: In one sitting. 
 
Ry: Yeah, like one sitting. Yeah, just sit at a piano and be like, "OK, I like this 
key. This is my, my moment if you will." And just why can't I write a song. I 
shouldn't have to go back to it. It should just come out if this is what I'm feeling. 
So it almost, like when you would challenge us to go back, um, and rewrite and 
rewrite or have five choruses and do that. I was like this is a, to me that seems like 
a failure.  
 
I: Hmm. 
 
Ry: Like, it's more of a, um, a failure in my mind to not be able to finish it. And 
now, to see that finished product of something that I did that to, all of these steps 
to and refined it and worked on it. It's so much better than, y'know, working. I 
mean, it, it may not be the best song I've written but it's probably the best quality 
and I just feel like I've worked really hard to do it. And, like, I can look at it and 
say, y'know, I worked on this. I spent my time on this. I put my soul and my 
prayers and everything that I could into this. I got advice on it. Y'know I didn't 
just throw it up [laughing]... (Interview, December 6, 2012). 
 
 At the end of the semester her song project represented the journey she had 
experienced during the semester. Just as she had asserted in her interview the song was 
set in an upbeat swing style rhythmically to communicate exuberance to attract listeners. 
The influence of Jason Mraz’s “Wordplay” can be heard in her wordy verses set in rapid 
repeated notes (Figure 14). The rhythmic pulse of the verse emphasizes both the natural 
inflection of speech and the important words in her lyrics. 
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Figure 14. Rylynn's Song Project Verse 
The lyrics were a self-narrative of her experience making meaning from her 
struggle with physical and emotional pain. The lyrics also drew from her epiphany 
regarding her own self worth. Rylynn submitted the final lyrics for her song project: 
Verse 1  
To those who have dealt with any measure of pain 
Who have everything to lose and yet nothing to gain 
There’s a reason 
 
Verse 2  
To those broken by the fate of someone else’s hand     
And to those are just simply too weak to stand 
There’s a reason 
  
Verse 3 
To those weeping, wounded, weary and worn     
Tired and restless bound up and torn 
There’s a reason 
 
Chorus   
 I know there's a reason, I know there’s a reason   
 and the reason that I know, the reason that I know  
 is God is bringing us to him 
 
Verse 4 
It brings you to the cross, and into the Healer’s hands 
Just because you’re on your knees doesn’t mean you can’t stand 
There’s a reason 
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Verse 5 
His yolk is easy and His burden is light 
Lay it all at His feet, don’t be afraid to fight 
There’s a reason 
 
Verse 6 
The battle is raging, they’re fighting for your heart 
Give it to the one who has loved you from the start  
‘cuz He has a good reason 
 
Chorus   
 I know there's a reason, I know there’s a reason   
 and the reason that I know, the reason that I know  
 is God is bringing us to him (Final Project, December 12, 2012) 
 
Rylynn painted the start of her chorus melodically with a strong octave leap 
followed by a stepwise descending line (Figure 15). The gesture brings a sense of  
Figure 15. Rylynn's Song Project Chorus 
 
affirmation to her lyrics “And I know.” Each of the phrases to follow begins with a leap 
and emphasizes the lyric content: “And I know,” “And the reason,” “the reason.” The 
harmonic tension delays the resolution of her chorus moving from G#m to F# (mm.21-
22) on the repetition of the phrase “the reason that I know” before it resolves mm.23-24 
with a standard 4-5-1 harmonic cadence on “God is bringing us to Him.” The melodic 
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line moves from the height of B5 on the word “know” through expressive gestures 
emphasizing “reason” to a final resolution on B4 on the word “Him.”  
 Rylynn’s final song project exhibited the crafting she had eschewed before taking 
the class. The story of the song was inspired by her own narrative and was finished 
through the application of songwriting kills she had developed through the semester. 
Although she had avoided the class because of her feelings of inadequacy she left the 
class with feelings of accomplishment. She admitted that although the class had been 
difficult she had benefitted from her study and looked forward to future songwriting 
(Interview, December 6, 2012).  
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CHAPTER 9 - JAKE 
Background 
 Jake was raised in a musical family which toured as a southern gospel quartet 
with a renowned evangelist during Jake’s childhood. His father, mother, aunt, and uncle 
sang in the quartet. His mother was a classically trained pianist. His father also played 
piano but he remembered his father more as having a good bass voice. Jake’s three older 
brothers also performed in the touring band of musicians. There was a ten-year gap 
between Jake and his next oldest brother. They all were expected to sing as a part of the 
gospel concerts but Jake resisted. He remembered hating the concert and touring 
experience and as a result not liking the music.  
 He explained his conflicted childhood: 
So, I just remember travelling living in the car a lot. And, um, I remember my dad 
wanting me to sing on stage and me not wanting to sing on stage, you know. 
[chuckled] Just being a kid and all that stuff. But, uh, yeah, most of the time my 
mom and dad would just really, really want me to play music all the time... and 
sing and I just didn't want to. I don't know. I just didn't want to. Had no desire.  
 
Um, so, earliest memories of music were me resisting music (Interview, 
September 29, 2012). 
 
Resistance to Music and Spiritual Awakening 
Instead of instilling love for music, the touring experience with constant 
rehearsals and performances had the opposite effect on Jake. He explained: 
Well, for some reason I just never liked the Southern, the Southern Gospel, the 
music my parents sang. I don't know if it was just a generational thing. You'd 
think if I just grew up my whole life listening to it I would love it. But I don’t. 
Y'know I just don't. It's not my, it's not in my blood. I guess I don't know. So, that 
  
245 
influenced me.. but it wasn't a good influence. It wasn't like.. it influenced me not 
to like it [laughing] (Interview, September 29, 2012). 
 
His mother was very strict with what Jake could watch and listen to as a child, 
and he was only allowed to listen to the contemporary Christian hip-hop band D. C. Talk. 
He remembered sneaking a radio every once in a while and listening to “Mambo Number 
5,” which was considered compromising by his family due to the suggestive lyrics.  
Despite his resistance to music, Jake found meaning in listening. Jake explained 
that although he rebelled against his Christian upbringing in his youth he still enjoyed 
listening to the Christian band D. C. Talk: 
They were a huge influence. Uh, and honestly, I feel like their music was one of 
the things that influenced me to stay in the faith. Um, because once you start, 
y'know, you start growing up, uh, past 14, 15, and 16. Those preteen years are 
really when you start not necessarily denying Christ or leaving the faith but you 
start questioning it and you start being too cool, y'know. Too cool for, for school 
sort of a thing. And, um, I definitely went through that phase for sure. But, uh, 
deep down, I don't know, the music sticks with you. Something about music just 
gets in your soul (Interview, September 29, 2012). 
 
As a result of his childhood experience, Jake wanted to do anything but music for 
the rest of his life. He recalled not enjoying music until he was 19 years old. He had a 
conversion experience at age 19 that changed everything for him. His dislike for music 
became a fascination and strong area of interest. He recalled: 
Um, let's see... I mean honestly what's weird is my whole childhood all the way 
growing up until I was, until I was 19, 'til after I got saved I didn't really enjoy 
music. I didn't really participate in music. Um, I didn't want to do what my mom 
and dad did. Um, I just, it wasn't something that evoked a lot of emotion and I 
didn't want to do at all. So even listening to other people's music it was like, “OK, 
I like this song,” but it wasn't something, you know, at the center that I focused on 
a lot. It was just kind of like another key to the keychain sort of thing.  
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Um, it wasn't until I was 19 that I started, like, seeking out to listen to music and 
seeking out to play music; teaching myself piano, and.. loving music. Y'know, 
so...I'm kind of strange in that, in that fact (Interview, September 29, 2012).  
 
 He narrated the sequence of events that followed his spiritual and musical 
conversion experience: 
So I got.. I accepted Jesus when I was 19. I moved in with my brother, Mark, who 
was the worship Pastor at this little church – Community Church. And, um, it was 
the Christmas, I got saved in March 2008, and it was that Christmas of December 
2008 that I got my first guitar thanks to Sallie Mae [bought with his educational 
loan]. [both laughing] Yeah, yeah. Buying stuff for school, yeah? Um.. [laughing] 
but, um... Yeah, I got a guitar, 2008, in December, and I just started teaching 
myself, um... [smacks lips] chords and stuff like that. I didn't really read much 
tabs and so just mainly chords. Not very lead driven on guitar. Um, about.. 
[exhale], oh I'm sorry, yeah, guitar was then. That was the correct time, but uh, 
piano was what I started teaching myself first. It was probably about two months 
after I got saved that I just started falling in love with the piano. Teaching myself 
I would put scotch tape on the keys and I would write which key was which. 
From two octaves see all the way through, y'know [marking all the notes in two 
octaves with letter names]. My mom's a piano teacher and I didn't know this. So.. 
it was weird (Interview, September 29, 2012).  
 
Reason for Taking the Songwriting Class 
 Jake strongly claimed that he loved songwriting before taking the class. He began 
creating songs when he taught himself the piano, where he would make things up. 
Though he came to songwriting after his recent conversion, it became a large part of his 
life. He explained the circumstances surrounding the creation of his first song. The 
situation seemed to hold great personal meaning for him in expressing his feelings 
outwardly and inwardly. He spoke intensely of a sense of God’s calling him to be a 
songwriter: 
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And then, um, as far as even why I'm in the songwriting, uh, track is, I remember 
I was sick as a dog, um, one weekend, and I was, I had no idea what I wanted to 
do. And I was kind of seeking guidance, y'know. And I had been at Freeman U 
for a year and I was undecided about my major. And I was listening to the Bible. 
Just because I was so sick I was growing up all the time and I was listening to 
audible Bible..and we were in Numbers or something boring, y'know. And then 
all of a sudden, there's always these random verses in Numbers, and Leviticus that 
just stick out like a sore thumb and they're amazing. And, uh, I remember it was 
like 3 o'clock in the morning and, uh, the guy who was reading the Bible said this 
line, and this whole song just popped in my head. An idea. And I was inspired. So 
I sat down, um, at my guitar, which I had been playing for a little bit and I just 
wrote a song. It's called I am Israel. It's about the, the children of Israel turning 
away from God and I recorded it that night. Super hoarse voice, y'know, and I had 
been throwing up. It's not great for your vocal chords. And, uh, it just all came 
together, and then I played it for my mom. She just wept, cried and, um, it was 
just weird because it, uh, to me it was not that big of a deal. I wanted to show her 
the music, y'know. And what ended up happening was that the words and the 
lyrics in the song were used as a tool to speak truth and convict, honestly. And 
just 'cause, and it was just, not just because it was my mom, but, y'know, uh, that 
started happening, um, with that one song. And, uh, I just had this moment where 
I was at peace and it was like God was like, "This is what I want you to do" 
y'know in some capacity. Y'know, I don't know exactly how he wants me to use 
it, or, and that's not my job to know it I think. But, um, yeah. So, I know 
songwriting is, is in a sense what God wants me to do. So that's why I took a 
songwriting class (Interview, September 29, 2012). 
 
Before taking the class he was skeptical regarding the value of studying 
songwriting and felt that formalizing his ideas would prevent him from creating 
expressive songs. His ideas began to change during the semester. After analyzing top 
songs for their formal structure, he began to embrace his new knowledge. Jake reflected 
back on the transition from resisting a formal structure to adopting a formal structure for 
his songs: 
Before I ever analyzed any music my songwriting bent towards these popular 
forms because the music that influenced me used them and I simply mimicked 
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aurally. When I first started writing music I used to be that person who said 
structure only killed creativity. I now know that with music, and even in all 
things, no structure creates chaos and confusion, too much structure 
creates monotony to bondage, and the right amount of structure enables freedom 
(Journal, November 15, 2012). 
  
The Value of Songwriting and the Songwriting Survey 
Frustration with Songwriting 
At the start of the semester, Jake felt frustrated in not being able to complete 
many songs that he had started. He admitted that the hardest part of songwriting for him 
was rewriting. He found it difficult after having an initial burst of creativity to then go 
back and craft that idea into a full song. He turned his frustration into his expectations of 
attaining knowledge and skills to complete his songs. Part of that knowledge came 
through the lectures and part through making music in the praxes. Early in the semester, 
Jake said he hoped to learn how to apply some of the historical songwriting aspects 
studied in class. He said that he had never used polyphony in his songwriting, nor had he 
thought of using a linear approach in his songwriting. He said that he enjoyed the study 
of the church modes and hoped to use them in his songs. He added: 
J: Just exploring all those avenues is interesting to me. And to see if you can 
create music that's relevant to people now, musically. Um, using these ancient, 
like, tools.. 
 
I: Exactly... 
 
J: ...in applying them in a modern way. So that would be as far as the class goes, 
just the class, um, that's one thing, yeah. Definitely (Interview, December 29, 
2012)!  
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Praxis – Discovering New Songwriting Ideas 
 Employing his knowledge regarding plainchant, Jake paired with Allan for an 
exercise in creating duplum [medieval polyphonic practice adding a second voice above a 
cantus firmus chant] during a praxis. I observed that during their creative work they were 
lighthearted, laughing and perhaps not taking it as seriously as others in the classroom. 
During the presentation, when they sang their episode back they seemed surprised and 
pleased with themselves. The exercise was aimed at creating a melody based on a 
moment of their choosing from the historic Mass. The focus of the exercise was on the 
melodic expression, which they were to sing on “la” rather than specific lyrics. They 
chose the Gloria of the Mass and Jake said that their four-bar repeated melodies 
expressed praise (Figure 16). Allan notated their duplum in Finale software and 
submitted it at the end of the praxis.  
 
 
Figure 16. Jake and Allan's duplum episode created during praxis expressing praise. 
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Praxis - building the song. 
 Jake created a couplet at a praxis that worked both lyrically and melodically. In 
the praxis exercise, students were to write two lines of lyrics and melody with a rhythmic 
mode and a topic of God's character (Figure 17). He created the metaphor of God as a 
stream in a desolate land. For this exercise, Jake was the first to volunteer during the 
presentations. He was sitting at the front of the class. Previously, he sat at the back of the 
class, but said that he couldn’t see the PowerPoint, so he chose to sit in the. He described 
the creative process he went through and the tension he felt during the praxis in a journal 
entry. He wrote about the difficulty he faced of fitting the melody and lyrics together: 
As soon as the praxis started I could feel the tension in the room, there's 
something about writing a song that makes everyone more nervous than writing 
either a melody or a lyric on their own. This is what I have found just from the 
praxes in this class. I write better melodies without tying them down to a certain 
lyric and I write better lyrics without assigning them to a certain melody. That's 
what makes songwriting difficult I think. Finding the perfect marriage of lyric and 
melody. During this praxis I decided to write the lyric first and then create the 
melody based on how the lyrics came across. What emotion did they invoke? My 
lyric was, "You are a stream of water in a desolate land". Immediately I felt the 
moment should be a ballad, a cry of praise, a worship song (Journal, September 
20, 2012). 
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Figure 17 Jake's Praxis creating melody and lyric 
 
At his interview following the praxis, Jake said that at the end of the praxis he felt 
good about the couplet and thought he might base his song project on it. He recounted: 
At first I had, we did, we did a praxis and I wrote,  
 
"You are a stream [singing melody] of water in a desolate land.  
When the world falls apart your power will stand."  
 
And, um, that was, I think that was my chorus. And, uh, this was just for a praxis 
and I was like, I should use that. I should use that for the project. And, uh, man, I 
don't know. I think what, why it's been difficult for me to continue on it is because 
I've been doing, I've been being stupid. I've been using my objective writing to 
just do random things instead of practical things. Like, I'm gonna do my ten 
minutes today and I'm gonna work on this song. I haven't been doing that. So, uh, 
what I'll do is I'll take that song and I'll just sit down at the piano and I'll spend, 
like, so much time on it and I just won't get anywhere and it's frustrating. And 
then you just kind of like you give it a couple of days. You know what I mean?  
 
So, I guess tomorrow, y'know, I'm gonna have to get myself to do that. But, it's 
been going good. I've been having some progress on it, um, not as much as I like. 
I'm writing so many songs right now. Um, but, it's progressing. [laughing] 
(Interview, October 25, 2012). 
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Self-Growth and Self-Awareness 
 Jake learned about his weaknesses as well as his strengths in songwriting. He 
decided that he wanted to create songs for congregational worship but struggled with the 
limited vocal range he felt it required. He expressed his frustration: 
I'm awful at...I'll spend, like, four hours on a song and go nowhere. And it's, like, I 
get so mad. I'm like, 'cause I, I have this really short range [chuckling], this super 
short range to work with. I can't do jumps, y'know, and it's just, like, what am I 
supposed to do that hasn't already been done? Y'know, and it's so difficult. I don't 
know how people write new music in, in this, in this, uh, I don't know what to call 
it but (Interview, October 25, 2012).  
 
Praxis –writing in short time slots. 
 
 In a praxis where students were asked to reharmonize a familiar worship song 
Jake expressed his interest in creating songs to be used in corporate worship. Songs for 
worship are written from two vantage points: artist songs and congregational songs. 
Artist songs are meant to be sung by an artist to the congregation. Corporate worship 
songs are meant to be sung by the congregation to God and about God. He felt the praxis 
time was valuable in helping him see how much he could accomplish given a songwriting 
problem. He also felt that by exposing his weaknesses the praxes helped him to see where 
he needed to grow: 
This Praxis we re-harmonized 'God of the City'. I tried to use chords that blended 
nicely and weren't too out of the ordinary. Reason being, I was thinking in terms 
of a corporate setting and if it would be distracting. One thing I noticed about my 
chord knowledge is that I have a pretty big base but don't know how to connect 
the dots. I can build pretty much any chord on the piano but the knowledge of 
when to use it and how to use it is a different ball game. When I took arranging 
class, that was the hardest part. It ended up being this painstaking, time-
consuming, trial and error method. Apparently it wasn't long enough, ha. I liked 
the direction I started but in the allotted time, I wasn't able to be 'proud' of it in 
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any sense. Arranging is definitely not one of my strong suits, I normally look to 
someone else more skilled to spice up my foundation. All in all, with every 
praxis, I am finding I have tons of room to grow, more room than I could fill in 
my entire lifetime (it feels like) (Journal, September 27, 2012).  
  
In his final interview Jake reflected on his growth in working within the confines 
of the allotted times during the praxes. He was capable of creating what he described as 
decent material under a deadline. This represents a change in his work habits in that prior 
to the class he had felt that it was not good to rush songwriting. In reflection he added: 
Like, I'm on a deadline. Like, I have to. It doesn't matter if my mind wants to or 
I'm feeling creative or if I'm inspired. But, um, I wrote, like, three bridges, 
changed up lots of chords and just. And it was all I had to do it. I mean I spent a 
lot of time on it (Interview, December 4, 2012). 
 
Ownership of songs. 
Jake excitedly recounted his feelings regarding a songwriter showcase during the 
semester where he performed his songs with friends: 
Oh! That, that aspect of it's amazing. Like, having, um, just such talented 
musicians and people all around me that volunteer is ridiculous. Like, they turned, 
I mean, they turned those four songs into great songs just by them doing it. 
Y'know, by them playing it. And we spent maybe five hours practicing them. And 
it was like we had been playin', y'know, for a year together. It was crazy. So, and I 
just it was so much fun. Like, I wasn't nervous. It was just, it was really cool. And 
I don't even, when I was singin' them I wasn't like, "Oh yeah. These are my 
songs." It was more like, what is the message that this song needs to convey. It 
was cool to be able to focus on, uh, conveying the message to the audience, I 
guess (Interview, December 4, 2012).  
 
After Jake completed his song project he said that he was very pleased with how 
it came out. During his final interview he eagerly went to the piano in my studio and sang 
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the verse and chorus with confidence and interest. He explained his fondness for his new 
song and how his roommates had responded to the song:  
But it just stays on that one [G major chord]. And I just liked that lead line so 
much that I just ran with it and, um. I don't know. It was a weird turn. But, uh, 
every time I play that song everyone's, like, "Dude. That's your new song." I'm 
like, "OK." Play it all the time (Interview, December 4, 2012).  
 
New Knowledge 
Being Able to Complete Songs 
Jake felt that he was good at starting songs but not at finishing them. He said that 
he had started over a hundred songs, but was only able to finish about five of them. He 
explained:  
And for me, I can, I enjoy the process of creating new things. So for me to start a 
new song IS very easy. Like, I'm always starting new songs. I probably have 
twenty thousand new ideas, y'know? Random little segments on my phone of 
song ideas (September 29, 2012)? 
 
He continued: 
J: Only a hundred are actual songs and I have twenty-thousand little ideas. So, I'm 
definitely not a finisher when it comes to writing a song. That's the hardest part 
for me is going back. 'Cause that's, honestly, where the hard work is, y'know. And 
uh, that's the balance] is trying to back and [laughing self consciously] finishing...  
 
I: Yeah. 
 
J: ...the music (Interview, September 29, 2012). 
 
By the end of the semester Jake felt he had grown in his understanding of the 
songwriting process. He was more aware of his need to apply discipline to his work so 
that he could finish his songs. He said: 
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J: And, uh, so if I want to be the sole songwriter, and from start to finish I have to, 
like, like I said before not wait for this huge, like, lightening strike inspiration sort 
of a thing.  
 
I: Hmm. 
 
J: That happens sometimes, once in a blue moon. But for the most part it's just 
like the songwriting process you have to be disciplined with it, y'know, and you 
have to be intentional about finishing something. And, uh, spending time on songs 
or, uh, writing about something when you don't want to. Um, that's probably the 
biggest thing. Just being disciplined with it even when you're not feeling artistic 
(Interview, December 4, 2012).  
 
By the end of the semester Jake was more aware of his need to apply discipline to 
his work so that he could finish his songs. He explored how he felt that inspiration 
needed to balanced with the discipline needed to complete his songs: 
J: And, uh, so if I want to be the sole songwriter, and from start to finish I have to, 
like, like I said before not wait for this huge, like, lightening strike inspiration sort 
of a thing.  
 
I: Hmm. 
 
J: That happens sometimes, once in a blue moon. But for the most part it's just 
like the songwriting process you have to be disciplined with it, y'know, and you 
have to be intentional about finishing something. And, uh, spending time on songs 
or, uh, writing about something when you don't want to. Um, that's probably the 
biggest thing. Just being disciplined with it even when you're not feeling artistic 
(Interview, December 4, 2012).  
 
Difficulty creating the lyrics. 
Jake felt that creating the lyrics was the most difficult part of the songwriting 
process. The musical ideas seemed to come easily for him. But he found that after he had 
a musical idea and had captured it on recording or on paper, matching it with words that 
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would express the idea with the same effect were allusive. He added that once he had the 
melody he was reluctant to change it but would change the lyrics instead: 
J: I don't necessarily go back and craft the melody I don't think as much as, nearly 
as much as the lyric. Like, normally I'm, when I know and I like the melody I 
know it. And I don't have to struggle over it. Whereas lyrics, I'm not really sure if 
I like it or [laugh] not, y'know? There's kind of like the same ambigwity.  
 
I: Ambiguity? 
 
J: Ambiguity. I gotcha. Um, yeah with the lyrics. So, um, normally the melodies 
for the most part, um, stay the same as when I, as when I wrote them. I mean they 
definitely come slowly and micro evolve over time. Um, as far as just a few 
interval changes and, uh. This one song, Virginia, again, um, I wrote four, three 
and a half years ago. And I listened to the way I used to sing it when I first wrote 
it. And then the way that I perform it now, without even making any intentional 
changes to the song, they're way different. The melodies are, they still have the 
same foundation. But as far as like exactly what melodies I'm singing they're 
much different. There's lots of changes. Improvements I would say... 
So...(Interview, October 25, 2012).  
 
Growth in songwriting knowledge.  
 Jake built a stronger understanding from the historical survey of how the 
American song epoch has arrived at the current milieu in popular songwriting. He 
explained the implication of this new knowledge: 
I feel like it's not, uh, like genres especially or time doesn't make, uh, the music so 
distant from each other. It's like all one family now as opposed to like, um, 
y'know, 400, 500 years ago it was just completely different. There was nothing. It 
didn't have anything to do with music we do today. It's like it's all built upon each 
other and just kind of all breathes together. And we're always reproducing what's 
already been done (Interview, December 4, 2012).  
 
  
257 
Applying New Knowledge and Skills in Songwriting 
Assimilation of historical study in songwriting. 
 After being introduced to polyphony in the historical study, Jake discovered an 
affinity for polyphony during that week’s praxis. He claimed he intended to apply the 
new knowledge to his work:  
Thursday’s praxis, Allan and I wrote a polyphony. I really enjoyed all of them and 
the environment two different melodies can bring. When I record music I 
normally just do lots of harmonies and normally don't think to do a different part. 
I think after today I will explore all the different possibilities (Journal, September 
6, 2012). 
 
Embracing formal structure. 
After analyzing the form of top songs in a style he aspired to, he embraced his 
new knowledge and reflected back on how his understanding of songwriting had changed 
from what he had believed before taking the class. He wrote about the synthesis in his 
belief developing a formal structure for his songs: 
Before I ever analyzed any music my songwriting bent towards these popular 
forms because the music that influenced me used them and I simply mimicked 
aurally. When I first started writing music I used to be that person who said 
structure only killed creativity. I now know that with music, and even in all 
things, no structure creates chaos and confusion, too much structure 
creates monotony to bondage, and the right amount of structure enables freedom 
(Journal, November 15, 2012). 
 
Change in understanding of recording a demo. 
Jake had never studied the detail surrounding studio demo recording. In the praxis 
study on creating demo recordings he was surprised at the pitfalls that songwriters face. 
His estimate per song fee was high in the current market. He wrote in his journal 
  
258 
following the demo praxis: 
The praxis this week was completing the Demo worksheet. I had honestly never 
looked into the details of studio recording. I was kind of shocked at how 
expensive a good recording would cost. I would have never calculated in lodging 
and food costs. Just seeing that 1,500$ per song made me realize that I have to 
have everything figured out to a T before entering the studio - musically and 
financially. I didn't realize that musical production would be a prime candidate for 
scammers. The job requires a trained professional and if he does not value 
integrity, anyone going into that studio who is naive is prone to get handled. This 
praxis has provided a healthy amount of skepticism and a dose of reality. Good 
recordings cost money. I have been blessed to be around amazing musicians and 
even, engineers, and haven't had to approach any outside party for recording. This 
exercise made me want to record in a studio just to hear what they could make my 
songs sound like. If it costs that much, it better be amazing (Journal, December 3, 
2012)! 
  
Embracing songwriting as a craft. 
Jake began to use the term “craft” regarding the songwriting process. In the 
following interchange he explained how, although he found songwriting hard, he also felt 
it was fun. While he loved to sing and enjoyed improvising melodies, he felt creating the 
lyrical content was difficult and in need of more disciplined crafting: 
J: I feel like it's har’, it's difficult. It's, I mean it's fun and it's, uh, something I love 
to do. But the more I do it I realize how difficult it is to create something that's 
really gonna stick to the wall.  
 
D: Hmm.  
 
J: Something that's gonna be, um, a not just a one hit wonder sort of a thing. 
Writing melodies and stuff like that I can do all day. But.. it's the content and the 
lyrics and the things that stick with you that's just really difficult. So, I feel like 
it's definitely I'm learning, appreciating it more and seeing it more as a craft. Um, 
than just kind of like me sittin' down y'know and singin' some stuff. [laughing] So 
(Interview, October 25, 2012). 
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Creating within a time frame 
Early in the semester, Jake was surprised by how much he could accomplish in a 
short amount of time during the praxis exercises. In a journal entry he expressed the 
affect that having a deadline had on his work: 
As for the praxis itself, I wasn't sure that the time limit would allow for anything 
to happen but I was presently surprised. I think the time limit pushes your brain 
into some kind of mode that forces you to be productive. We wrote that 
polyphony in about 3 minutes.. crazy! All too often when I am free and not under 
any deadline, I kill myself over nitpicking the smallest parts of a song without 
letting my gut decide what is best. Maybe there is a balance? I want to start 
making this short window writing a discipline I do everyday (Journal, September 
6, 2012).  
 
Jake was motivated to complete his undergraduate program and wanted to be sure 
he got everything he could out of his classes. He explained how the short writing 
episodes had helped in making his time in songwriting more productive: 
…I'm learning a lot. But, um, [clicks his mouth} I really like it. I, I didn't know 
any of this history at all. I didn't, I didn't know Opera affected the way we do 
music today. You could have asked me that and I would be like, "No." Y'know. 
So, just if, just the facts and how history has evolved and how it affects your 
music today, polyphony; all those things. Um, I didn't know any of it. And I, I am 
in the MODE now that I really want to learn as much as I possibly can about 
music, so... In that aspect I love it. And the praxis... it's really cool and I'm sure 
everyone has said this and you've mentioned this, that you don't realize how... um, 
in such a short amount of time, the ten fifteen minutes of just creative writing and 
you have this deadline and everyone knows it because you've got to present it. 
Um, that you can create some good stuff! I mean you don't have to keep going 
back and stressing over it and torturing yourself..over it. I know, you just you 
write and then you...you show it, y'know (Interview, September 29, 2012).  
 
During a praxis exercise, Jake built a song idea from a metaphor then followed up 
by rapping on the idea with friends at dinner. He recounted the components of what he 
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had created and the value of being able to create what he felt was good quality during a 
short period of time: 
J: Yeah. I, I liked the, I liked the melody. It was good. It was a good little 
pentatonic thing. Um, but, uh, the lyrics; I don't know. Uh, the last praxis I really 
liked when we wrote, uh, the metaphors and I "You're a winter's bite, eating my 
comfort whole" that thing. It's funny, actually, we went to dinner that night with 
all my buddies and roommates and we did a, everyone snapped their fingers and 
we did, like, a [snaps fingers, raps in rhythm] "You - are a winters bite" 
[laughing]! We did that with that thing. We were all being really stupid!  
 
I: [laughing] 
 
J: But it was super funny, and, uh, I just read it verbatim. It was so fun. But, um, 
yeah, I really liked that one, um. Kind of hit or miss but I'm definitely surprised at 
the level, at the quality level in ten minutes. It's pretty cool (Interview, October 
25, 2012).  
 
Meaning in Songwriting for Jake 
Life Calling 
What started for Jake as an exploration of songwriting in taking the songwriting 
survey class became an experience of self-growth as he came to realize the meaning of 
songwriting as a calling in his life. After only four weeks of classes he had an epiphany 
and wrote a journal entry that traced his changing and developing identity. Music had 
been easy for him while all his bills were paid. He struggled against his musical 
background, which made it difficult for him to discern what he wanted to do in life. He 
had actively tried a variety of options to make ends meet from working in a bakery to 
singing regularly in various venues. But when his college scholarship ended before he 
had gotten his degree, he found himself in a difficult position. He questioned his identity 
as a musician and songwriter and came to a new realization. In his journal he wrote: 
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I have been a different person this semester and honestly at my own surprise. I am 
not doing it on my own. The fact is God has called me here for this season and I 
will do my best to honor that. Lord hit me with a ton of bricks if I forget again! 
All of this to say, this experience has opened an awareness to other parts of my 
life. I have not been working on music like I should. Its always come easy and I 
love it so much that Its become more like entertainment than a gifted way to 
worship. I just do it when I want to, not when I have to. I will sit down and play 
but not work. Pretty sure that is laziness incarnate. The polyphonic imitations 
reminded me of this. Ironically, they were so much fun! It didn't feel like work, it 
felt like play. The melody I wrote on its own was average. Adding the imitation 
made it ten times better. At first glance, all these, these music concepts on their 
own seem somewhat insignificant. Put them all together and put them all to use 
and you have just opened the door to a whole new world. Just one of the ways I 
can be working on the gift God has given me. Perhaps a step-wise motion Agnus 
Dei piece in C#-mixolydian with a double imitation will be nice. Loving this class 
(Journal, September 13, 2012).  
 
Self-Meaning and Identity 
 Songwriting study was important to Jake on a personal level. His familiarity with 
songs and songwriters from his childhood had helped him in forming his own identity as 
a songwriter. He explored his own expectation regarding what he was hoping to learn in 
the class: 
I, I guess more of what I need to work on. Um, the big holes in my game; in my 
songwriting game. Um [clicks mouth], I know there are a lot. Y'know I haven't 
been doing this a long time and I feel like, uh, It's very rare for someone to just 
[snaps fingers], just be an excellent songwriter, y'know. It takes time (Interview, 
September 29, 2012).  
 
 As noted earlier, he grew during the semester in his understanding of his use of 
time; that the songwriting process takes time in bringing songs to completion at the level 
he accepted. He held his work to a higher standard and traced his critical mindset back to 
his mother: 
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Y'know, some people can sing something or do something and they think it's the 
best thing in the world [laughed], y'know, and they're tootin' their own horn. I feel 
like I'm the opposite of that, y'know. I can make something or create something 
and I'm like, "This sucks. I hate this." And then someone else says, "That's really 
good." And I'm like "I don't know. I don't really believe you. Prove it to me,” 
y'know, sort of a thing.  
 
I don't know. Um, what's funny is I think my mom's kind of like that. I think I 
inherited that from my mom. She's um, she's the most hospitable, encouraging 
person you'll ever meet. But when it comes to music, she'll be quick to point out 
something that's wrong [laughed] (September 29, 2012). 
 
Forming identity in songwriting. 
 Jake referred to himself as a songwriter and spoke of how much he loved to write 
melodies. He actively performed his original songs in venues in the community and had a 
following of sorts who liked his voice and the artful nature of his songs. In a journal 
entry, after describing his frustration with understanding the church modes, he 
commented on improvising melodies: 
I love that a melody on its own can create various atmospheres, opposing 
'moments'. I love writing melodies, I would do it all day. Wish I could have belted 
it out in that classroom... trial and error is my favorite method. I've learned to not 
care in the slightest if what I create is mediocre or even terrible because once in a 
while, all those hundreds of takes will take a turn for something special (Journal 
September 30, 2012). 
 
Finding voice. 
 In a praxis study, where top songs in a specific style were studied for lyrical 
content, Jake thought about his own voice in songwriting. He explored his affinity for a 
mixed jazz and folk musical style that he attributed to his listening habits. He also 
addressed the voice he was exploring in content that was growing in meaning for him. He 
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wrote: 
The praxis involved taking 5 secular and 5 Christian songs on the charts and 
lining them up with my own music. The one thing I would like to expound upon 
that I learned from this assignment is my genre. I write in a mix of multiple 
genres. My main genre is folk pop followed by independent with a jazz harmonic 
influence. These two seemingly different genres, jazz and folk, are my two 
favorite to write. As I learn more and delve deeper into my own 'sound' as an 
artist I find that I am simply being a product of my musical environment. "I listen 
to a little bit of everything" is probably the answer you're going to get from this 
generation concerning music. I believe new types of mixed genres are wanting to 
flow out of my generation. This isn't something new under the sun, it's taking 
what has already been done and mixing them together for a new expression.  
 
As for the lyrical content, I would never want to portray the message being 
conveyed of mainstream secular music today. These songs are a fling. They mock 
the true meaning of love and are as shallow as their spiritual depth. Love - a 
relationship - is God's design and is not secular in any sense of the word. The 
problem is, carnal man has taken something beautiful and perverted it. If I write 
honestly, some love songs are going to come out of me but because of my 
relationship with the Lord their content should be filled with depth, insight, and 
passion. I really enjoy delving into this topic. It is fascinating to me and so 
beneficial (Journal, November 8, 2012).  
 
Inspiration for Songs 
Jake explained that he drew inspiration for his songs from listening to other 
people’s songs: 
But I can say a lot of the times I'm completely inspired by other people's music. 
Y'know, I hear something amazing, something powerful, something moving. Or I 
see someone. Or I go to a show, y'know. Y'know, havin' a good time playing their 
music. It's just like, I want to do this. It inspires me to see other people playing. 
Hearing other people's music. [inhales] And not even necessarily in a bad way, 
like a competitive way. It's never been a competition sort of a thing to me. It's 
always been kind of like this, I don't know, Bob Marley kind of view of music as 
one [referring to One Love, by Bob Marley] and we all in are in this sort of thing 
  
264 
together. But...yeah. That's all I believe about Bob Marley... [laughing] 
(Interview, September 29, 2012). 
 
 During the semester Jake found that the praxis exercises could produce a wave of 
inspiration. He recounted, “It’s amazing how a short burst of writing can produce such a 
wave of inspiration” (Journal, September 20, 2012). 
 In reflection back on the semester Jake spoke regarding his affinity for 
songwriting. In our dialogue I asked him why he liked to create songs. He reiterated how 
listening to music was a motivation for him to create. He explained: 
J: I'm not sure, honestly I have no idea. It just, it just comes naturally, like, when I 
first started learning music and I sat down at the piano I didn't know anything. I 
didn't have anything to play. But that didn't stop me from playing. 
 
I: Is it, is it an aesthetic, is it a feel, is it an emotional attraction that makes you 
feel good or is it, um, you're looking for an aesthetic when you, when you play a 
certain kind of chord rush or something that just... 
 
J: Well I feel like it obviously comes from loving music and loving, like every 
time I hear a new, like, a new song that I just love. It's, like, I love this, I wish I 
wrote this. 
 
I: Like what, what would be a recent example?  
 
J: Um, this isn't super recent but I remember listening to Phil Wickham's 
Christmas album. And, uh, he has on there, like he does 'Silent Night' and 'The 
First Noel' and stuff like this. And, uh, I just remember listening to the album for 
the first time and was just like, I love music so much. It was just, it was just 
amazing, I enjoyed it so much listening to it. Then the atmospheres he created and 
everything was so new that, uh, so, and, um, just from that, like, I feel like I, when 
I listen to new music like that I just become inspired to write music. It's kinda 
contagious, like, not like I wanna compete, be like I can write something better. 
[laughing] It's not like that at all. It's like I love, I wanna do that. I wanna create 
new music like that. So. 
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I: There's a draw. There’s a draw. 
 
J: There is. It's a contagious thing 'cause I'm always listening to music. I feel like 
if I, if I stop listening to music I would write much less 'cause that's honestly 
where most of my inspiration comes from (Interview, December 4, 2012).  
 
 Part of his attraction to songwriting was his dislike of performing other people’s 
songs. He did not like practicing the music of other songwriters to simply perform it. He 
expressed his strong feelings: 
Because I hate doing that. I don't want to play something that's already [recorded]. 
I need, I have to be disciplined to practice. Like, just learn a new riff or learn a 
new song, someone else’s song. I know, I know way more of my music than other 
people's. I mean, that's bad. I need to learn other people's music [laughing] 
(Interview, December 4, 2012).  
 
Connecting with God Through Songwriting 
 Jake found that his frustration with songwriting prompted him to pray over his 
songs for inspiration and for God’s blessing. He explained: 
It's really difficult. So it's just, it's constantly working at it. And honestly I've been 
trying to be more, um, what am I tryin' to say? Um, just praying over my songs 
and just asking, "Lord, just give me some inspiration.” Anything, like, I don't 
want this to be, like, a structured just me talking. I feel like God can bless a song 
or, um, I don't know. I'm trying to do that (Interview, October 25, 2012).  
 
 Jake felt that his songwriting began after his conversion experience. He explained 
that the purpose of his songwriting was to “sing a new song to God” [quoting Psalm 96:1] 
(Interview, December 4, 2012). He claimed: 
[softly clapping a rhythm with his hands] Um, I'm always gonna songwrite, 
y'know. Um, I don't think there's gonna be a day where I'm just like, [whispering 
affected voice] "I’m tired of that songwriting. I just don't every wanna do this 
again."  
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Um, it's just something God's, like, placed in my heart a desire for. 'Cause I didn't 
have a desire to songwrite at all until after I was saved, y'know. I feel like the root 
of, of it is to sing a new song to God. That's why I learned piano. That's why I 
started makin' up new stuff on piano and singin' really terrible melodies and 
[laughing]... (Interview, December 4, 2012).  
 
Jake credited his conversion experience to food poisoning. In his final interview, 
he recounted writing his first song, “I Am Israel,” and described how he identified with 
the people of Israel:  
J: “I Am Israel.” I was sick. I had food poisoning. I, I was real, um, THAT was 
the defining moment where I feel like God was like, "You." Um, "I want you to 
do this," y'know. Um, which was cool. But, um, it was definitely bred out of 
prayer and just lots of time in the Word and stuff like that. I feel like God just, it's 
so much easier to hear God's word when you're always in his Word (Interview, 
December 4, 2012). 
 
 The lyrics that he wrote for the song “I Am Israel” were indicative of the struggle 
he was experiencing at the time of his illness. The song is representative of songs that he 
had completed before taking the class: 
I spy the promise land, 
give bad report, 
say God can't win this war. 
 
I see this enemy, 
too strong to seize, 
more fierce than Pharaoh's dreams, 
and the God we grieve. 
 
Lord, don't look down, 
on your children now. 
They're of somber faith, 
but withdraw your rage. 
 
A slave, I'd rather be, 
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of Egypt's King, 
where 'least we had peace... 
 
Of life assuredly, 
with revelry in the ways of men, 
in the ways of sin. 
 
Lord, hear me now. 
I need You now. 
These somber days, 
need to see Your face. 
 
Lord heal me now. 
Lord somehow, 
my somber ways, 
feel Your glory's weight. 
 
I am Israel, 
I turn my back, 
on God, my Dad. 
 
But I call on my High Priest, 
of Jesus Christ, 
to intercede for me. 
 
Although Jake asserted that he had a songwriting calling and that his songs 
needed to bring glory to God, his songs were not always intended for worship or solely 
for Christians. They were authentic expressions of his life journey. But he wanted to 
write songs for the church as well. He explained the difficulty he was experiencing in 
creating songs for the church:  
J: Um, I'm trying to become better at writing for the church. I'm not good at 
writing for the church. I'm not good at writing corporate worship. I'm just not. I'm 
much better at writing artist music, artistry music. And, um, kinda like I think 
maybe 'cause D. C. Talk has such a profound impact. It's like, they're writing 
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Christian music with theological content and it, but it's like, it's just enjoyable 
music, y'know. It's not necessarily congregational. Um... 
 
I: Yeah. Yeah, “Where Would I Be Without You” [by Toby Mac]. It's interesting 
because it is VERY catchy, but it's not a worship tune.  
 
J: No! 
 
I: But it really draws you to that worship place.  
 
J: Right (Interview, December 4, 2012). 
 
Songwriting Strategies that Jake Used 
Creative Sequence in Writing  
 Jake was most inspired by other songwriters and songs. When he listened to them 
he felt an aesthetic connection that stimulated his own creativity. He found inspiration for 
his content primarily from his Bible reading and from sermons of a preacher he listened 
to online. When Jake listened to new songs he explained that he would listen to the music 
rather than the lyrics. It was the musical setting that he felt strongest about and it 
informed the way he chose to write songs as well. In his songwriting he typically started 
with a music idea. He said: 
Just the music itself is what strikes me at first. And it's not until, uh, later on I 
have to literally tell my mind to focus on the words. Um.. which goes to show that 
I think I write music first and I'm not as strong of a lyric writer. Um, at least in my 
opinion (September 29, 2012).  
 
 Early in the semester he recounted the sequence that he used to write his songs: 
The way I write music is, well I do this a lot. Um, this isn't how I do it every time, 
but, I literally will, um, sing fake words. Or, um, there's one song, or I'll hum. For 
some reason I like humming a lot. I can do lots of runs and stuff when I'm 
humming. Or I wrote this song Virginia a long time ago. And I was doing 
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[humming] 87-87-5--b3-21, um, and that's the melody in the song. And a lot of 
times, and I'll just hum the whole thing. I'll hum melodies. And I'll go back and 
I'll put lyrics to it. Um, and in that case, in that song, I couldn't put lyrics to that 
melody. It was too many, too many [notes], so I just literally hum in the song. 
But, uh... yeah, I'll do fake words and I'll just say I'm not afraid to sound 
completely stupid in the moment, y'know, I'm just trying to.. to get a feel for the 
song and kind of what the melody can feel like. And.. a lot of times, honestly, and 
what I'm trying to figure out recently is this whole, this whole idea of the 
marriage of music and melody? Like, that they should be, I mean if they both are 
saying the same thing with their emotion.. (Interview, September 29, 2012).  
 
 Jake felt that writing lyrics was more difficult and most often he would create the 
melodic idea first. He experimented with writing the lyrics first during some of the 
praxes, as he explained in a journal entry: 
In my experience of writing lyrics I can tell you they do not come as naturally to 
me as music. It took me the entire length of 12 minutes to write about 20 words of 
lyric. I can say I've noticed I have tons of ideas floating through my head but am 
always shuffling through what would actually sound fresh. I have started to just 
write ideas down first, regardless of how terrible they are, without stopping and 
then later going through and crafting a lyric. I didn't do during the praxis and I am 
not sure why! I ended up with two ideas. I forget the first one. I would actually 
like to see that again! I have not been able to write music this semester much at all 
due to my work load. Still trying to make it a discipline to set aside a small 
amount of time to write everyday. This class is helping with that (especially on 
Thursdays ha). I am always looking forward to the class (Journal, October 9, 
2012).  
 
 Jake reflected on where he had come in his songwriting process securing his 
position of starting with the musical expression first and then the lyrics: 
J: …I write music first. I don't write lyric first. Um..., and it's weird because when 
I'm writing the music I do nonsense words. I don't know, do you know?  
 
I: Um hmm. 
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J: And a lot of times if I go back and listen randomly I'll see a line in the nonsense 
words that's, like, "Dude, what did I just say right there." And I'll, and I'll end up 
using that. A lot of times it's the hook. And it's weird because music, like, without 
words has, uh, a message. Like, music communicates even without a lyric.  
 
I: Right. 
 
J: It's when you combine the two it's amazing. So, lot of times if I'm chillin' in a 
groove I, I just start singing what the music kind of feels like, sort of a thing. Um, 
[sighs] so, uh, when I changed the lead line and all that stuff, the music was kind 
of different. It didn't, it didn't feel like, "You are a stream of water in the desert." 
It felt different than that. So, I kind of went off the beaten path and changed 
completely (Interview, December 4, 2012).  
 
Using Technology in His Songwriting 
Jake recounted a progression in his development that had started when he began 
creating songs at the piano with no way to record. He did not read music at first, so he 
had no way to capture the melody outside of his memory. He claimed that if he forgot the 
melody it was lost. Once he had enrolled at Freeman University he bought a Macbook 
and began recording with Garageband. He was disappointed by his output from 
Garageband but continued on and, after learning Apple’s Logic Pro, got into producing 
his songs. He recorded his vocal, his MIDI piano, and his live guitar.  
When his financial situation did not improve, he sold all of his recording 
equipment. At the same time he decided against a career in recording and producing. He 
was living with friends who had their own recording equipment that he was able to use. 
His friends were more adept at recording and could help him.  
During the semester Jake reverted primarily to his smartphone to capture his song 
ideas. Then he would put them on paper and worked from there. He claimed: 
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But, um, yeah! I'm not really worried about how I get it recorded. I'm really 
worried about writing a good song. So as long as I have a, um, a phone to get the 
general idea of the song I'm fine with that. I don't need it to be a, a legit demo. I'll 
get someone else to do that (Interview, September 29, 2012).  
 
After he had dispensed with his equipment, he did, however, produce a song using 
Logic that was picked up for a professional Christmas compilation album. He used the 
equipment and software of one of his roommates that had a full set of plugins to produce 
the song. He recorded each of 65 tracks individually, mixed them, and submitted the song 
for the album.  
During his second interview Jake made the claim that using paper and pen in the 
creative process helped him in crafting his song. Using the computer opened up endless 
opportunities to explore, but he described how he felt more emotionally directed in the 
process with pen and paper in hand: 
I'm kind of torn between doing it on a computer and doing it on pen and paper 
because there's something about doing it on pen and paper that makes it feel more, 
I don't know, artistic. I don't know, I feel like, it almost, you can tell whether or 
not when you write the lyrics if they're, if they're good or not when you write it 
down instead of just typing it. I don't know, it's almost like credit card and cash. I 
don't know. But at the same time when I do it on computer I, my ideas are 
unlimited. Y'know, I don't have to go back and erase. I really, It's much quicker 
(October 25, 2012). 
 
 He used the piano, both acoustic and digital, more than guitar in the creative 
songwriting process. He explained that he tended to write what he described as “90s 
music” when he had an acoustic guitar available because of the overtones and what he 
thought was a “muddier feeling” (Interview, October 25, 2012) and when he wanted the 
setting to be more folk-like.  
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Marrying the Words and Music 
 Jake felt it was important for the music and words to match expressively. As he 
built his songs he used nonsense syllables as he created his melodies. After he felt his 
melody was completed he replaced the nonsense syllables with lyrics. He explained the 
strategy and the effect it produced: 
Lyric and melody, yeah. The marriage of those. So a lot of times, like, just the 
way certain words come out and feel when you sing them? And they feel right. 
And then you try to insert other lyrics in there and it just kills it. So, um, because 
I'm writing melodies first, uh, that's always been my challenge.. is to have that 
marriage, uh, with well thought out lyrics, y'know. But they still, they sound as 
good as they did with my nonsense words (Interview, September 29, 2012). 
 
Self-Analysis of the Components of Songs 
 His growing awareness of the components of songwriting helped him become 
more intentional in his songwriting. He explained how part of developing his songwriting 
process was in knowing how to analyze his own work. He explained: 
All those, all those, um, like, disciplines you learn and principles of like, of like 
things they use in, uh, polyphony, classical, all that stuff that you don't realize is 
around in music today. I think you are just more aware of it and you're more 
conscious about using it in, in anything I'm writing. Um, just kind of I'm more 
critical in a good way (Interview, October 25, 2012)! 
 
He reiterated how he had been using the song analysis system introduced in the 
class to become more intentional in addressing his song components: context/functional 
value/cultural value, lyrics - literary devices, rhyme scheme, melodic devices, harmonic 
structure, theme and moment, rhythmic structure, and form: 
J: So I've just been more intentional in all of those areas that come from the song 
analysis honestly. Doing the song analysis, the song analysis worksheets (October 
25, 2012).  
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 Jake felt that the self-analysis of his songs yielded better songs. He found he was 
becoming more intentional in applying the disciplines that he was learning to his songs. 
He was going back over songs that he had written and looked at them through an 
analytical lens. He explained:  
Um, just all of those things that I didn't really pay attention to. I would use, but I 
would use them like without thinking about it. You know what I mean? So I've 
just been more intentional in all of those areas that come from the song analysis 
honestly. Doing the song analysis. 
 
That's definitely, uh, come out more.. in my, in my writing. And it's funny 'cause 
I'll go back and I'll, music I wrote years ago and, um, and I'll look at it now and be 
like, I always loved this song. And, um, I played it in shows. And I look at it it's 
like it doesn't, there needs to be a few changes to it because it, it doesn't flow like 
it should. There's a few spots that the metric mode is off, and it's a little weird, 
y'know? And it's just going back and tightening all these things. And you do it 
because you kind of know why things are a little off (Interview, October 25, 
2012).  
 
 In reflecting back on the semester, Jake felt that his perspective had changed 
during the semester. He said that the greatest gain in his learning during the semester had 
come in being able to analyze his own music and make improvements to it. He explained: 
Um.. let's see I would say that I remember going back and listening to songs I 
wrote a couple of years ago when I first started. And in the moment when I 
listened to those or looked at them I thought they were done. Like, complete, 
amazing. [laughing]  
 
But now, I go back and look now from this perspective I have now 'cause I can 
analyze music and even my own sort of a thing. And it's like, this kinda sucks, 
like there's just, there's lots of things that don't make sense and it doesn't flow in 
logical thought and there's not the moment and there's too many, it's not just about 
one thing and there's just. I feel like I just, I KNOW more about songwriting so I 
can analyze my own, especially older music I've written and see where it needs to 
improve (Interview, December 4, 2012).  
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Daily Writing 
 By mid-semester Jake claimed that he was trying to write daily on a consistent 
basis. In his journal he commented on how fruitful he felt a praxis on writing lyrics had 
been and explained the results from his daily songwriting. He wrote: 
I really enjoyed the exercise and have been noticing results from consistent 
writing everyday. My mind is turned on early in the morning and I see everything 
through a songwriting lens. It's very fun (Journal, October 18, 2012). 
 
Free writing. 
 Jake found that short object writing sessions like the one introduced in class 
helped him in refining his song ideas. He felt that in his object writing he could find 
inspirational thoughts that he was able to build a song around. He also felt that through 
object writing once the song was started he could develop his ideas. He avowed that he 
wanted to be more disciplined in his songwriting having found the benefit of his object 
writing, “…I think I should be more disciplined in my, in my objective writing in the 
mornings. But, um, 'cause I mean that, you don't think it's going to DO much and then it 
does” (Interview, October 25, 2012)! 
Tone Painting  
After learning about tone painting he implemented this new concept into his 
songwriting. Jake became intentional in his use of tone painting. He explained how he 
became aware of tone painting and then implemented it into his work:  
I've never really paid attention to tone painting, uh, prior to the class. And, um, I 
just used it. I just used it in a song, um, what was it? Um, the song 'You Are Able' 
and I was singing, um, [singing] "As the sun will surely rise. So..." [3214321 2] 
and the original melody was "So will I fall" [2171]. And then I used the tone 
painting and I did "So will I fall" [17654] down there and it just, it made the 
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melody come alive and things like that. So, tone painting's awesome (Interview, 
October 25, 2012).  
 
Using Literary Devices 
Metaphor 
Jake became more intentional in his use of metaphor. He said: 
Uh, there are so many things I'm just paying attention more to. Like the literary 
devices, um, trying to use metaphors more. Um, just all of those things that I 
didn't really pay attention to. I would use but I would use them like without 
thinking about it (October 25, 2012). 
 
 His first idea for the song project came during a praxis exercise where he chose an 
attribute of God and created a metaphor to express the attribute. Then he created a 
couplet, and used tone painting to express the lyrics. His idea was, “You are a stream of 
water in a desolate land.” 
 Jake explained how he proceeded after he had established his metaphor: 
I had a metaphor and that was the praxis assignment. And, uh, so I've been trying 
to, trying to process through, OK, so what do I say in the verses? That kind of 
feels like a verse lyric and, um, it's weird. As I was, as I was going through these, 
these chords on the piano I started to hit this G7, uh, uh, major 7th and, um, in 
five, so it would be third inversion. So the F# is on the, in the bottom in the bass. 
And, um, I just started doin' this lead line: [singing] dumdumdum, etc. 5-6-3 34-- 
5. It all stays on the G7 the whole time. And, uh, I ended up writing a whole song 
out of just randomly hitting this chord and this idea and flirting around with, uh, 
with that song, "You're a Stream of Water," it has nothing to do with (Interview, 
October 25, 2012).  
 
As he continued work on the musical idea the melody and harmony did not reflect 
the lyrics so he wrote new lyrics. It became a new song taken from his story about his 
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girlfriend who was living in Chicago that he titled, “You’ve Been On My Mind” 
(Interview, October 25, 2012).  
Jake explained his frustration with creating metaphors mid-semester. He wrote: 
The last praxis we did was a metaphor writing exercise done on an attribute of 
God in a couplet form. I am noticing that decent metaphors are very easy to write. 
I can do that all day. Sadly, those metaphors don't hold any weight behind them. 
If it's the first thing that pops in my head normally it swings towards being a copy 
of something I've already heard a thousand times - simply a regurgitation. Good 
metaphors are much harder and great metaphors are a rarity. When I started the 
writing exercise this week, at first, I was totally stuck in the decent zone - which 
basically means I am not writing anything down at all. I forced myself to just start 
writing anything at all. Eventually, I forced my way into an open field of thought 
and rewrote what was once terrible into a pretty good sequence of lines (Journal, 
October 23, 2012).  
 
He recounted the lyrics he had written during the praxis that drew from the 
seasons for his metaphors: 
You are a winter’s bite 
Eating my comfort whole 
You are a summer’s sting 
Pruning my outstretched soul 
You are an autumn night 
Drawing my mind to ease 
You are a spring of life 
Your love will never cease (October 23, 2012).  
 
He explained, “Yeah, it's seasons because it's like, y'know, this is the season we're 
in and it's not fun but seasons come and go, y'know. They'll always pass and just kind of 
anchored on that” (Interview, December 4, 2012). 
  
277 
Song Project  
In his final interview Jake provided an accounting of what he felt he had learned 
about songwriting in the course. He asserted that he had changed in his approach from 
songwriting as simply inspiration and described how his growing awareness of the 
various components of songwriting enabled him to focus on building and completing his 
songs. He felt his songs were given more depth by working through the detail:  
J: Um.. I've learned that there's, like each word and each part of the song you need 
to be intentional about writing it. Like, before I, it would just really be kind of by 
rote and by just, um, y'know, a verse, a chorus, and a bridge, y'know. It's really 
simple. I had this simplistic mindview of it. Simplistic view of it. And now it's 
like, [sighs] it's just more in depth every part of it.  
 
I: Um hmm. 
 
J: Like, whether, if the melody's going up or down. How is the melody conveying 
the lyric? Um, uh, does the verse lead to the chorus? Does the chorus release. 
Does the verse build tension? Y'know, does the bridge depart musically? All these 
things, like, there's just lots of more detail that I can like see and pick out now 
that's just easier; I didn't think about. I might have done it without realizing it 
before but now it's like I can actually see it.... (Interview, December 4, 2012). 
 
 He explained in his final interview that his song was narrative of his life written 
around his current experience with his girlfriend. They had become friends at their small 
group at church through Bible study, prayer, and community building. Jake described his 
small group as his spiritual family and felt that they had helped him to develop personally 
and spiritually. Although he and his girlfriend never intended for their relationship to 
progress beyond friendship, it had developed romantically until school ended. She 
graduated and left town to pursue her master’s degree three states away while Jake stayed 
in town to complete his undergraduate degree. He created the song as an expression of 
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longing for his girlfriend.  
Jake’s song exhibited the intentional work that he had described earlier. He 
framed his verse and chorus with a memorable harmonic theme that acted as an 
introduction, an interlude, the harmony for the bridge, and a closing idea (Figure 18).  
 
Figure 18. Jake's Song Project Introduction 
 The harmonic setting returned as a bridge after the chorus, but in the bridge Jake 
sang a melancholy melody with a longing type of affect over the harmonic theme (Figure 
3). He closed the bridge with the words “But in the mean time” using a half step 
migration from the dominant D to D# diminished with the function of moving back into 6 
minor to reprise the chorus.  
 
Figure 19. Jake's Bridge exhibiting harmonic theme with melodic idea 
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The verse lyrics were set melodically on the beat in 7/4 meter (Figure 20).  
 
 
Figure 20. Jake's Song Project with Verse on the beat 
He shifted the meter to 4/4 at the prechorus and built to the chorus where he 
syncopated the melody so that it entered after the beat (Figure 21). The difference 
rhythmically brought added character to his song. 
 
Figure 21. Jake's Chorus showing syncopated melody 
In his final lyrics Jake used past, present, and future to describe his background, 
his present situation, and a projected future. His use of tenses brought an authentic feel to 
his narrative in making it his expression of his current experience and appealing to his 
possible audience; a narrative which he had experienced, was currently experiencing, and 
was hopeful to experience in the future. 
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Verse 1 
We’ve been brave all these years 
Never did we ever fear 
That love would take us by surprise 
And take us at the worst time 
 
PreChorus 
But good timing has never welcomed me 
So I will fight to make this distance brief 
I think it goes to show 
 
Chorus 1 & 2 
You’ve been on my mind 
Despite you crossing state lines 
You’ve been on my side 
Despite all these trying times 
This is just a season and seasons they come and go. 
 
Verse 2 
We’ve been strong through the tears 
Fallen down but persevered 
Through the angst that told the lie 
These miles apart could change our minds 
 
PreChorus 
But good timing is just a point of view 
So I will fight to see this distance through 
Yeah, I think it goes to show 
 
Bridge 
O, I wanna hold you 
Yeah, hold you for a while 
O, I wanna hold you  
Yeah, hold you for a while 
But in the mean time 
 
Chorus 3 
You’ll be on my mind 
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Despite you crossing state lines 
You’ll be by my side 
Heaven knows we’ll take our time 
You are gone for a season and seasons they come and go (Final Song Project, 
December 12, 2012). 
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CHAPTER 10 – GARRICK’S STORY 
 Two major themes that went through changes during the semester frame Garrick’s 
story. The first was his uncertainty about his vocational identity and the place that 
songwriting might have within that vocation. He used the word “confused” when 
referring to the value of songwriting as a possible career path during each of his 
interviews and in a few journal entries. The second theme was viewing life in dichotomy 
as either easy and enjoyable or difficult and avoidable. Most often he associated 
enjoyment with good and difficulty with bad. During the semester his view of life was 
challenged and he made some discoveries regarding the songwriting process. By mid-
semester he had decided not to pursue songwriting because he felt it was too difficult. 
Reflecting back at the end of the semester he began embracing the enjoyment of 
songwriting, even as a difficult process.  
Background 
Garrick came from a musical family. His mother and father met in music school. 
His father was a musician in the Air Force Band and he remembered being taken to 
concerts regularly from a young age. He remembered his father practicing the clarinet 
every day and also playing other wind instruments. As a child Garrick became familiar 
with big band, rock, and marching tunes that his father played with the Air Force Band. 
He enjoyed the music that his father listened to which he described as primarily jazz. In 
middle school he listened to the Christian rock bands like Superchick and Audio 
Adrenaline. In high school he listened to some secular rock bands like Led Zeppelin and 
Boston. Each week he played his guitar out of a Led Zeppelin book (Journal, October 19, 
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2012). More recently he listened to Switchfoot and tried to emulate them on his guitar.  
 Garrick started taking piano lessons when he was eight years old and continued 
for two years. He begged his parents to let him quit. He began playing trumpet in sixth 
grade with his school band and continued playing through high school where he played in 
the marching band. In junior high his church youth pastor asked him to play bass guitar 
for worship. His sophomore year in high school he started playing rhythm and lead guitar 
and was still playing at the time of this study.  
 In high school he started to think of music as a career path. He heard about the 
worship program at Freeman University but debated whether to pursue math or music. He 
explained: 
And then even my senior year was a struggle like should I do something else? 
Should I do music? So it was math or music. So. But then I feel like God really 
gave me a peace and confidence about, with the worship program. So...about only 
a year before I came (September 17, 2012).  
 
Reason for Taking the Songwriting Class 
 Garrick began the songwriting class as a trial. He considered himself a guitarist 
but was not sure whether he wanted to pursue songwriting as a career. He was 
considering the songwriting specialization but had entered the worship program studying 
worship leadership. Before taking the class he said that he had struggled to complete his 
songs. In our first discussion Garrick explained why he had chosen to take the 
songwriting survey class: 
Um, I'm trying to see if...I should continue. Um....I haven't really started on any 
specialization yet specifically. And I know I enjoy songwriting. I'm not the 
most...the most motivated. I don't just do it all the time, so I wanted to see if I 
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should just enjoy it and not, y'know, try and specialize in it. Um, so that's why I 
chose to take 371 [the Songwriting Survey] (Interview, September 17, 2012).  
 
Garrick added during the first interview, “I hope to learn if I'm cut out for it, kind 
of. If I'm cut out for, y'know, not just doing it as a hobby...or as a side part of my other 
musician work” (Interview, September 17, 2012).  
Tragedy 
A year before the study, Garrick had also been a part of the tragedy where another 
participant, Rose, had fallen from a train bridge, and Rose had been so badly injured. He 
narrated the tragedy and the change that had taken place in him after the experience: 
I've just come to the, I'm just, uh, come to the realization that life is tough, humph. 
Um, I've had it pretty good. I've had great parents who provided everything for 
me. Everything I've needed. Um, and they're still tough on me, but, y'know, life 
wasn't tough on me (Interview, October 22, 2012). 
 
The Value of Songwriting 
Career Path 
Garrick described his insecurity with making songwriting a career. As he spoke 
there were several silent moments as he thought about what he wanted to say. He 
explained that his mother was concerned about his vocation and questioned his decision. 
Her concern made him question his choice of pursuits. He was hesitant in identifying 
himself as a songwriter: 
G: Yeah. Um, my mom (hesitantly), she wants me to do what I want to do, but 
she also encourages me to like, she wants me to do maybe business or technology 
or something steadier. Um... but... she's OK with that. Y'know, it just kind of 
worries...about being a worship major has from the beginning kind of worried her. 
But she's a great support of whatever I'll choose. So... I feel comfortable deciding 
to be a songwriter if I do.  
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I: Do you consider yourself a songwriter? I mean, how do you feel about that? I 
mean you feel like you're a musician, right? Or... 
 
G: Songwriter, I don't know. I want to be. Um, it's just something that...sometimes 
it seems like it comes really naturally. And other times it seems like it doesn't 
come naturally and I feel like I'm going to find that anywhere I go. And there're 
just things we need to work on. So I need to just figure out if this is something 
that is worth for me putting my efforts there. Still trying to figure it out. (laughs) 
(Interview, September 17, 2012).  
 
By mid-semester Garrick had decided against making songwriting his 
specialization. He entered his second interview with a shy look on his face and began by 
apologizing, but spoke very deliberately about his decision: 
I've kind of, I'm enjoying it a lot but I don't think that songwriting is my.. area that 
I'm, I wanna focus on. So it's been really, it's been really fun, like, I've really 
enjoyed it a lot. But, and everything in class has been going really well but 
outside of class I just haven't been putting in the time or effort I've been putting 
into other areas so, I think that maybe I should go elsewhere. But... I mean I enjoy 
songwriting, like, to an extent so what I've been learning has been really 
encouraging, really fun! Really, so... sorry to break the news to you (Interview, 
October 22, 2012).  
 
Although Garrick did not say it directly, it seemed that the most difficult aspect he 
had was in finding self-motivation to put time into songwriting. He went on to explain his 
reasoning for choosing not to pursue songwriting as a career: 
G: Um, it's hard. But um... I really enjoy the little things that go into it. All those 
things I'm learning that go into it. And uh, it's given me a better taste in music I 
think and helps me to understand, um, other people's songwriting. So I, I don't 
know I, I wish it was for me but, maybe I don't know. I'm still confused, y'know, 
but... 
 
I: What do you find difficult? 
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G: Ummmmm... You know I really feel like I haven't even done enough trying to 
know exactly um, I guess difficult and putting in the time and lyrics.  
 
I: Lyrics, yeah. Um..what about the song that you're writing for the class. What, 
what's, what are you, what do you feel about the song you're writing. 
 
G: I'm enjoying it so far. Uh, it comes, like, I did a lot of work on it, uh, initially. 
Like it just, uh, the melody and the music and um, then you start putting in, 
putting in the rest of it. So, but it's, it's, I'm enjoying it like what I have so far. I'm 
happy (Interview, October 22, 2012).  
 
 During praxes exercises Garrick often chose a lighthearted theme for his exercise. 
He explained that he found the more comic side to be a good fit for him in his 
songwriting. For a praxis on metaphor and rhyme, he was having difficulty choosing a 
theme to write on so he chose the “difficulty of writing” as his theme. He created the 
following couplets: 
The hardest part is finding out 
What you want to write about 
But once you have the theme you’ll find 
It’s not so hard to write the rhyme (Garrick, Praxis 6, Metaphor and Rhyme) 
 
I found him to be lighthearted in disposition and it was not surprising to hear him 
reference much of his college life in a fun/hard dichotomy. He used this dichotomy in 
making life choices, in talking about what he was drawn toward, and in choosing against 
a career in songwriting. But I also found Garrick to be a hard worker and I looked 
forward to grading his assignments each week because of the thought he put into his 
work. He described songwriting as both fun and hard and described his conflicted 
feelings regarding what he was learning about himself in his second interview: 
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G: Um.. I've learned that, yeah, [chuckle] um, it's really hard [laughing] and 
maybe I'm not cut out for it. Um, maybe I'll do it, I'd really love to do it in a small 
role.  
 
I: Um hum. 
 
G: Um, but I'm not going to make my living that way [chuckle]. And that's OK. 
That's, um.. But I've learned that it's a, it's a fun, it's like a fun thing to do. It's 
really, uh...I don't know. I really like to write, like, light hearted songs, or... think 
light heartedly and also.. But like, also, I don't know, maybe not, because I do go 
in depth sometimes or I try to I think. (Interview, October 22, 2012).  
 
He went on to explore his affinity for using lighthearted expression: 
 
I: You said you, you like writing kind of light-hearted, um, do you find that you're 
drawn to that just in general? 
 
G: Um, well I kinda wanna, I kinda wanna change that. Like, I don't wanna be all 
serious all the time. 
 
I: Um hum. 
 
G: So if there is a way to pull in a lighthearted thing with, uh, with, like, a good 
thought, um, that'd be great. That's be the best. I don't know. 'Cause I'm drawn 
to... I think I'm drawn, I'm trying to think, um... I'm thinkin' when I think light-
hearted I'm thinking Family Force Five. 
 
I: Um hum. 
 
G: So, like, um, they also have some, like, deep theological thoughts. And I also, I 
also listen to John Foreman, and stuff. And, uh... I think that he's still got a little 
bit of light-heartedness but it's still very, a lot of the songs, they've got important 
meanings. But, y'know, there are some artists, I think, that are always very serious 
and that's just not me, for sure (Interview, October 22, 2013). 
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 Vocational Identity and Insecurity 
By the end of the semester, Garrick found that he enjoyed songwriting and looked 
forward to future songwriting with friends. He still felt that he would not pursue 
songwriting as a career because he found the songwriting process difficult and described 
it as “grueling” (Interview, December 3, 2012). The epiphany he had during the semester 
regarding making difficult decisions had challenged him to be more disciplined in his life 
and in his studies. He felt the class had been valuable in helping him understand the 
songwriting process more. He found he was able to help a friend with his songs by 
providing critique and ideas for his songs: 
I can give more constructive criticism. I, I can really tell him what's working and 
what's not working, um, to a certain degree. So, if I could help someone, if I could 
be somebody, if me and him were, like, a team and he wrote and I could be a 
great critic I'd be, I'd be happy (Interview, December 3, 2012). 
 
  Even though he felt that God had directed him to take the songwriting class he 
still had doubts regarding why he took it and said: 
So.. I don't know what God, I don't know why God had me take this class this 
semester, but I think that it might be, I mean I think I've learned a lot and I've 
appreciated it more than some other classes [chuckling] even though I'm not 
gonna certainly be writing songs (December 3, 2012).  
 
Even after expressing his decision not to pursue songwriting and to make it a 
sideline he vacillated saying he did not want to count it out. He revealed his insecurities 
regarding his vocational identity. He was not sure of his decision in rejecting songwriting 
and was concerned that he might possibly be missing out by not pursuing it. But he was 
just as concerned and felt just as apprehensive about making it a career and then not 
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enjoying it: 
I'm tryin' to, I'm just tryin' to think about it. It just goes back to that I don't know 
why I'm, um, I guess I'm just not disciplined in that area. I don't know. Maybe, 
like, if it's something that I'm talented at and I need I should be working at then I 
should be and I'm just not. Y'know, I can't just say that, y'know, maybe something 
that I really would enjoy. It's just been the wrong time or something. I don't know. 
[chuckles] I don't know what I'm doing with my life, so it's just like when one 
things seems to get. I don't, I don't want to put it aside and already make a 
statement that that's not me. Um, so right now, like, but I just don't know what I'm 
going to be putting my time and effort into…(Interview, December 3, 2012).  
 
Early in the semester Garrick said that he was enjoying learning songwriting. He 
used the word “formula” to describe how he was assimilating the new knowledge. He 
explained: 
I'm learning, I like, um, I just see it as how I have to think of a bunch of different 
formulas. And that helps me to draw upon things. Um, that's how I've kind of 
learned things. Um, so I'm just trying to learn more. This has been a lot of 
formulas that I've been learning in the class that I just need to remember when I 
am writing a song and how can I use that (Interview, September 17, 2012)? 
 
At the end of the semester Garrick said that he had gained more head knowledge 
than experience in songwriting. His knowledge had enabled him to become more critical 
with regards to songs and songwriting. He explained: 
Um, I think my knowledge. I think I listen to songs now and I think about it. 
Think my musical taste has grown a lot. But I think my, uh, personal songwriting, 
um, just hasn't been put to use a lot. I just haven't done a whole lotta work in 
songwriting, so. Um, think I have more head knowledge but it's not, and it's been 
a better critique of songs. Um, but me, myself, I haven't really written any songs, 
any songs this semester. So, I think I, I think I have a better understanding of 
music as what's, what's good music and what's gonna be lasting and I think that's 
great. I'm really happy about that (December 3, 2012).  
 
Garrick had shifted his knowledge in songwriting from simply writing a catchy 
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idea. He had accommodated the idea of songs being written about the songwriter’s 
experience. He also assimilated the idea of not only being catchy but in crafting the lyrics 
and melody together to have a lasting effect: 
G: Um..., it means, uh, it means, like, really connecting with people and, um, it 
used to be just about something that sounded good. Or, uh, like a good beat or 
something or. But it's really about... helping people understand their own, what 
they're going through themselves by just telling your experiences. And then also 
connecting with people similar, um, experiences to like the same song, y'know. 
So... I mean that's... 
 
I: How is that different from when you or before you took the class. 
 
G: It was just about a catchy beat [laughing] and what, what sounded good for, 
y'know, at least for a little bit. So... that's what it was mostly about. That's what I 
was tryin' to do, y'know, I was tryin' to write something that was catchy. But.. not 
a, wasn't focusing on the lasting part, y'know. Like combining the lyrics and the 
melody to create something that is like, gives you motion and stuff like that 
(Interview, December 3, 2012).  
 
Finding Voice 
 In reflecting on his song at mid-semester he asked if he could play his song for 
me. I handed him my guitar, he tuned it and then began to play. The music flowed out of 
him through his guitar in fluid motion that expressed his voice. He played his guitar 
setting for his song project and narrated the moments he wanted the music to express. 
First he played an introduction then progressed directly into what he called the main 
statement of the song. He transitioned into a new section and said it was the heavy part. 
He sang some of the idea on a loo over the guitar background. Then in a lighter section 
that followed he said, "Kind of like, I'm happy with the decision I made. Man, it's my life 
so..." The guitar track was reminiscent of Led Zeppelin (Interview, October 22, 2012).  
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Even after making the decision not to pursue songwriting because of the difficulty 
he was having in committing time to it, he described how when faced with a homework 
assignment he instead took that time to create a song. The song was valuable for Garrick 
in giving voice to his feelings regarding his personal context and in proving to himself 
that he was able to create a complete song. He also described a sense of flow during the 
process that he experienced as he reflected back: 
G: Um.. well.. most of what I've written is in the class. And I've really, uh, can't... 
I, I've had fun, I've had fun with it. Uh, I think I've written, like, one song this 
semester that was like outside of class and it was like, it was kind of funny 'cause, 
um, I had this really, I had this paper to write. This two-page paper and it was just 
a homework assignment and I was really frustrated and I didn't want to do it. So, 
instead of doing it I went back to my room and I wrote a song. It was kind of like 
[laugh], it was like kind of a "I don't want to do your homework" song. [laughing] 
 
I: [laughing] 
 
G: But I never actually said in the song, "I don't want to do your homework." It 
was like, it was like, um,  
 
"Everyone is, like, telling me what to do.  
But I don't want to be you. 
I wanna be me." 
 
A little less angsty though. It was, I think it was a little more harder than that. But, 
when I look back it was like, yeah, that really could probably would not come off. 
Especially, y'know, after you know I just decided not to do my homework. Um... 
yeah, I had fun with it and I really enjoyed the, like what came out of it. Um...  
 
I: Did you feel like it helped you do your homework, or was it just the break of 
mental activity. Was it helpful to you?... 
 
G: Um, well I didn't end up actually getting my homework done.  
 
I: [laughing] 
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G: [laughing] So it didn't help me do my homework. But I really, I really enjoyed 
it and like, looking back on it I had more than just having fun doing it. I don't 
know, I'm kinda glad I did it. Uh... 
 
I: Have you sung it for anybody? 
 
G: No.  
 
I: Oh. [chuckling] 
 
G: Um, well, I sang if for my sister. Actually she ended up coming one day and it 
didn't have a melody yet so I kind of set it as I played the lyric. I had, like, a guitar 
part with melodies and words. So.. 
 
Yeah, I told her the story and she laughed about it and I kind of told her about the 
song and she's like, "Oh, how do you like it?" But, so I was like, oh I'm ... But 
she's, uh, I don't know. I've never had a real critic critique my songs. 
 
But... I had fun doin' it and... I don't know. When I think back to it I don't really 
feel bad about not doing homework because I think back to the positive 
experience of writing my own song (Interview, October 22, 2012).  
 
Meaning Making in Songwriting for Garrick 
Garrick associated the meaning of songwriting with his vocational identity. 
Although he decided that songwriting was not a good career choice, his choice in not 
choosing songwriting as a primary pursuit helped him to narrow his focus to playing the 
guitar and worship leading. Even then, Garrick described the tension he felt between 
being beaten up by legalistic religion and accepting the way that God prepared for him. 
He was feeling discouraged regarding whether he was good enough to be successful with 
a musical career. In a journal he wrote: 
Lately personally I’ve been feeling pretty discouraged about my music in that I’ve 
been having thoughts like I’m not good enough or I won’t be successful. This 
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songwriting class is kind of a test for me if I should even go down the songwriting 
track or do another. But God reminds me that it doesn’t matter how I perform, He 
has already gone ahead of me and prepared the way. I guess all I’m really afraid 
of is getting embarrassed in the process. That would happen if God made it very 
clear that I WASN’T supposed to go on the songwriting track. But if that scares 
me then it means that I am finding my identity in what people think of me which 
is bad. Man, I’ve gone to church my whole life and now a Christian University. I 
know all the answers but putting it into practice is so hard! It feels like what I’ve 
learned the most from my years of religion is how to beat myself up with it. That 
is probably rooted in legalism, which is also bad. You see what I mean! I just did 
it again. Ridiculous. Well right now I feel influenced to write about how the 
church has taught me to beat myself down with rules and solutions rather than 
asking God to take care of my issues for me, which is what I should probably do 
right now. I’m gonna go pray about this. Do you understand what I’ve been trying 
to say here? The hardest part of songwriting for me is getting my thoughts out 
clearly so it would be helpful to know if I even accomplished that here in this 
journal. Also is that a good idea for a song or do you think it is too many themes 
for just one song? Thanks (Journal, September 7, 2012).  
 
God Focus and God Centeredness in Songwriting 
Garrick described the core of his songs as being relationship directed and he 
categorized them with regard to relationships that were meaningful to him:  
The big three categories that my songs always fall into or stem from are my 
relationship with God, with people, and with a lady. If I were to write a song 
about the Lord right now it would be about trusting in the midst of confusion. The 
Lord is leading me through a dry period where I am learning to trust His promises 
rather than experiences, while at the same time I am facing a couple of big 
decisions such as raising funds for a missions trip and looking into 
interdisciplinary studies or picking up a minor. I'm just not sure if only having 
music and worship classes will really prepare for also running a non-profit which 
is what I really want to do (Interview, Journal, August 31, 2012).  
 
In a journal entry Garrick gave an example of a song he was writing about his 
relationship with God. He explained how he was writing about happiness, which he felt, 
came from God. He wrote: 
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…I am writing a song about happiness that comes from the Lord. Not like a 
giddy, excited happiness, but peaceful, content kind. I didn’t even realize until a 
little ways into it how I was trying to create a moment, it’s still kind of a new 
approach for me! I think a soft imitative melody might go nice in a song like that. 
Something simple that layers onto itself in a beautiful way. I think God has given 
me more peace and contentment lately by allowing me to go through a long time 
of waiting. I have been finding my satisfaction in Him rather than what He is 
doing in my life. I realized that when I heard a song today about waiting for God, 
but the song was a dance song! I said to myself, “Man, when I waited on God is 
hard, I did not want to dance!” Maybe when you wait with expectation that God 
will come through will lead to dancing but the song didn’t say anything about 
that. I should say something about that (Journal, September 14, 2012).  
 
Songs given by God. 
 Garrick felt that God gave songs. Part of the frustration that he experienced with 
songwriting was that he was not given the inspiration or motivation to the degree he felt 
God would bring if it was for him to pursue. He did not have a desire for songwriting as 
he had for other ventures. He explained his reasoning: 
Um.. I think that... I wouldn't be able to do it, do it like anything, like write a song 
unless God gave me, God had been working in me and giving me the ability and 
the will and the desire to. So I definitely see... that I need to work hard to, in every 
area of songwriting and read my bible and all that stuff. Um... but if I'd, yeah... it's 
really, it's really confusing me. And it's really a great time to be confused in the 
middle of college [laughing]. So, uh, yeah, but um. [claps hands] I know that it 
all, it comes from, it comes from hard work also. But I won't be able, I don't think 
I'll be able to do that hard work unless God, um, gives me some grace... 'Cause, 
uh, I mean I think this is, this is a personal thought on the verse but, um, "The 
Lord will give you the desires of your heart." And, like, that doesn't mean, like, 
he's gonna give me my motorcycle and my, um, sweet new electric. But he's 
gonna give me the desire to wanna pursue songwriting and if I don't have that, 
um. So, he's, and he's given me desires for certain things like possibly biblical 
studies and so I'm gonna work hard because he's given me the desire. So that 
desire was a gift... And that's all I can say (Interview, October 22, 2012).  
 
 At times as he spoke, I observed he became nervous. He seemed uncomfortable 
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when he said that he was confused about college. He laughed nervously and then 
stumbled in his words that culminated when he clapped his hands. His easy/hard 
dichotomy came into focus and seemed to collapse as he identified the need for hard 
work. While distancing himself from songwriting because he felt it was hard, he moved 
toward a Biblical Studies degree saying the desire for it was a gift. He claimed that he 
was going to work hard because of the desire that God had given him. 
 Earlier, Garrick wrote that he wanted to create a song about the joy God brings to 
his life rather than about how much life stinks. But he was encumbered by his 
circumstances and felt they were preventing him from doing that. He framed his ideas in 
a journal entry: 
I prayed a lot for joy this week because I was lacking for sure! I don't want to 
write a song about how much life stinks like a lot of secular artists do, or about 
how much joy in Christ we have like a lot of Christian artists do, but I wanna 
write about struggling with having joy in everything, because that is where I am. 
It isn't always easy to be joyful. There are times in my life when I would write a 
totally joyful song, but I guess this isn't one of those times. I would write about 
how sad it was that such little things can annoy me, even in the midst of seeing 
Christ taking care of the big things for me everyday! And I would tone paint it, a 
lot (Journal, September 21, 2012)! 
 
Songwriting Strategies Garrick Used 
Creative Sequence and Inspiration  
 At the start of the semester Garrick chose to begin creating his song by 
improvising an idea on the guitar. He described how he proceeded after he had created 
his guitar setting: 
…and then I just kind of started writing what was on my heart. It wasn't, uh, I was 
never a big writer. So, I like to, when I did I wrote what was on my heart at the 
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same time as I would make up the melody as I would continue the guitar part, so I 
kind of wrote all together (Interview, September 17, 2012). 
 
 He reiterated his songwriting sequence later, adding that he drew from a bank of 
guitar riffs. He confirmed that guitar improvisation led the way at the start: 
I: 'Cause you kind of get an idea of riffs and ideas going and.. 
 
G: And then I'll kind of set the mood.  
 
I: Um hum.  
 
G: And, uh, 'cause I kind of have a few guitar, er, things, like, in the bank. And 
then, um, if I'm feeling a certain way I'll be playing that one and I'll write about 
and hopefully it goes together (Interview, October 22, 2012). 
 
In Garrick’s sequence he began by setting the mood of his song with melodic 
ideas, then adding the harmony. He started with music and then added the lyrical content 
later:  
I would just kind of take a one line at a time and I would start with the melody 
and I would just try and think of what I was trying to say and then put in the 
words that kind of fit the melody with the syllables and stuff (Interview, 
September 17, 2012).  
 
 Garrick let his feelings dictate his song ideas. When he was writing his song 
project he said that he was not sure if he would be able to project his moment. In talking 
about the process he used he explained, “I don't know if I'll ever get solid on, on a, uh, 
concept. It'll probably be whatever I wanna write that day. When I actually start writing” 
(Interview, October 22, 2012).  
Expression of Emotion 
 Creating music as an expression of emotion was new to Garrick. While he had 
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thought of songs as creating a good musical groove, he had never made the connection 
with the way that songs made him feel. He explored the idea of intentionally expressing 
an emotion in his songwriting:  
I learned how to better write melodies based off of the emotion. I've always 
tackled challenges in my life critically, including music and songwriting. I excel 
in areas like theory and song concepts, but understanding the emotion of songs is 
difficult. So I am really grateful that I am already learning so much! The praxis 
this week was a little tough for that reason also, but I think I focused more on the 
emotion of the melody more than ever before. I did kinda cheat and pick credo 
though because I knew all I would have to do is write something bouncy 
(Interview, October 22, 2012).  
 
Drawing From His Personal Context 
 Garrick wrote about how he would set song ideas that he would generate from his 
personal context. He projected the feel and the tempo he felt would most accurately 
express his emotion surrounding the ideas:  
I'm just not sure if only having music and worship classes will really prepare for 
also running a non-profit which is what I really want to do. So that melody would 
be slow without a lot of leaps. It would be thoughtful and reflective of what I have 
read in scripture and what God has told me in the past. For those around me I 
would write an upbeat, fun melody because getting back to my college friends has 
been a blast. I'll try to keep this part short but I like a sophomore girl who has 
committed to not date anyone for the first two years of college. So I'm doing my 
best to respect that and wait. So melody... like almost all romantic songs it would 
mostly be slow and sweet, but the part about waiting and hoping for a future for 
us would be more intense and driven (Journal, August, 31, 2012).  
 Garrick maintained his affinity for happy and upbeat song ideas throughout the 
semester. At the mid-semester he reiterated his feelings regarding upbeat ideas and even 
joked with writing about a new relationship. While he felt that what he wrote tended to be 
more serious his journal entry revealed the comical nature to his outlook: 
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I want to write a fun song. I have a lot of fun melodies but most of what comes 
out of me lyric-wise isn’t that “fun”. Happy upbeat lyrics tend to sound cliché to 
me when I write it. But maybe I take myself too seriously and I just need to relax 
and have fun. I met a lady recently, so let’s stop being so serious and have a good 
time for a bit. School is serious enough for me right now. Let’s have a good old 
rock and roll ball! Maybe after I get my homework done… (Journal, October 26, 
2012).  
 
Using Technology 
Garrick found Garageband difficult so he had never taken time to learn it. He 
preferred writing his ideas down on paper and exhibited this behavior during praxis 
exercises. He wrote his musical ideas down in traditional notation with notes and chords. 
He also wrote his lyrics on paper. Sometimes he created some lyrics and then recorded 
them into his voice messages on his phone. Although he had used his phone to record 
possible song ideas he never felt strongly enough about his ideas to complete them.  
 He explained that he preferred writing his ideas down with pen and paper and did 
not like to create on the computer. He explained, “That's how I'll actually do it, 'cause, I 
don't know, I feel weird having a computer in front of me. It feels too much like work 
rather than just, um, enjoying it” (interview, October 22, 2012).  
Instruments 
 Garrick rejected the piano when he was young and never reverted to it as a tool in 
his songwriting. He explained that the instrument he preferred to write on was his guitar, 
but he also found that when he had guitar in hand he preferred to improvise and play 
recreationally rather than working on his song ideas. For his song project he created all 
aspects of the song with guitar; lead motive, melody, harmony.  
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Daily Journaling 
 Garrick began journaling on a daily basis: 
Also I started journaling on my own 10 minutes (almost) everyday and it's been 
great. Me and a friend write together or separately then share with each other. It's 
great individually and its also a way to get in depth with each other (Journal, 
August 31, 2012).  
 
Using His Knowledge of Music Theory in Songwriting 
 Garrick used his knowledge of music theory in his songwriting. He had finished 
two semesters of music theory and in his third semester he was finding ways to 
implement jazz chords:  
Yeah, um...I'm trying to write. Sometimes I'm trying to write jazz chords: 2 5 1. 
Changing, um, modulating really quickly. Um, I enjoy like guitar chords, so, 
that'll come in when I'm trying to make a melody. If I'm just trying to create 
something for fun. Um, I just wrote a song where, um, I had pretty much the same 
tune, the same phrase. It was like 1-b7-4-2-4-5. So I can't picture that. I'm just 
trying to see it. But I tried to switch it up making the first one like a 2major to the 
5. So I tried to do some kind of cadences and stuff. And the second one was just 
the 4 to the 5…. (Interview, September 17, 2012). 
 
 Garrick was attracted to the harmonic usage of Bach and how he made use of 
such an extensive harmonic vocabulary. Garrick explained: 
I don’t know much about Handel’s music, but Bach we have looked at in theory 
class. His authority of all the different types of chords that could be used was 
incredible. He encourages me to use alternative chords and modulations in my 
songwriting also (Journal, September 28, 2012).  
 
Using scale degrees - melodically and harmonically 
 Garrick sang the ideas that he was working with for his song project in his final 
interview. As he reflected back on his project he narrated his way through his 
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songwriting process:  
G: And so, I don't know. I gotta keep workin' on lyrics and... I really sure, I really 
did, there's like the melody goes like [singing]: 
 
 1      2      7        4         3  
duh duh duh duuuh duh  
 
At one point I guess that'd be like the hook. And, um, it was like a, yeah. So I was 
writing, I really thought of words that would go good for that "duh," for that part. 
 
I: Yeah. 
 
G: And they'd kind of based the rest around that. I think it, uh, 
 
I: So is it, uh [singing the degrees] 5 6 5 2--- 1 
 
G: It's actually like 3 5 3 b7. It goes, it goes like the 57 chord.  
 
I: [singing] 
 
  1     2      1      4      3 
duh duh duh duh duh  
 
G: Yeah, that's the, that's the, um... 
 
 [singing] 
 
3      5      3       b7 
bah bah bum baaaah 
 
I: Oh [singing] 
 
 3      5      3 
bah bah bum 
 
OK.  
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G: Yeah, I got, I didn't sing in front of you.  
 
I: OK, so 3 5 3 b7. 
 
G: Yeah. 
 
I: OK. 
 
G: So. 
 
I: Um hmm. 
 
G: That's been my... 
 
I: It's somewhat modal then. It's got some kind of a modal, modality to it. 
 
G: Well, it's gonna... 
 
I: With a flat seven.  
 
G: That's just the one chorus. It's gonna, it hits the major seven of that later. Just, I 
do a 1 - b7 - 4 migration or whatever and go on (Interview, December 3, 2012).  
 
Tone Painting  
Garrick assimilated tone painting into his songwriting process after the study in 
class. He wrote in his journal expressing his intentions regarding tone painting: 
This is something I try and pull into my music because I think it only makes 
sense. Tone painting is one of the only reasons to even put music to the words 
you're saying. The two elements of a song are supposed to compliment each other. 
I want tone painting to be so evident in my songs that people notice when there 
ISN'T any. That would be cool to write a song saying how happy I'm feeling but 
the melody and music sound unhappy. It would be a commentary about how fake 
people can be with their emotions and say they are fine, when deep down they are 
having real emotional issues. But if I don't have a reputation of tone painting 
already then that wouldn't make any sense. And I know I say tone painting is 
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super important, but that doesn't mean I'm amazing at it, I just try my best 
(Journal, September 21, 2012).  
 
He projected out his intentions regarding his regard for tone painting: 
In my own songwriting I have just tried to get the overall themes of the music and 
the lyrics to match up rather than line up even specific words with specific 
melodies. It's tough to do for two long because it is important to repeat melodies 
for structure but words change and move on to new ideas. The song should carry 
the listener to a new state of thought rather than repeat the same idea over, and 
over, and over again. The praxis was a good first step for me into melodic tone 
painting and it was something I enjoyed and saw the value of (Journal, September 
21, 2012).  
 
Garrick reflected that tone painting the lyrics was perhaps the most noteworthy 
skill he had learned, and one he would continue to implement in his songwriting.  
Defining the Moment  
 During his work on his song project, Garrick found that he had mixed a lyrically 
somber moment in his song with a more jocular musical setting. This is perhaps 
foreseeable when he typically started his songs improvising at the guitar and then fitted 
his lyrics to his melody. He described the resolution he had chosen: 
P: Yeah, it's a very, it's a very somber song and the lyric was happy. It was too 
happy for the song I guess. So, um, yeah. And there wasn't. It was, like, really 
early that I did that and there wasn't really any tone painting. Yeah, there was no 
tone painting. [chuckles] 
 
D: Um hmm, um hmm. 
 
P: I was just thinkin' through my head.  
 
Yeah, and then the good "aha" moments were, um... the metaphor, finding it, like, 
realizing those, that was good. I think it'd be a great metaphor to use in the song. 
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D: The shooting star? 
 
P: The shooting star thing. 
 
D: Yeah. 
 
P: Um, musically things just like kinda clicked and they just. I really liked the 
chord structure. It has, uh, it has like a dominant second chord that goes into the 
five at one point in the chorus and, um. It's just kind of, it just started, THAT just 
kind of worked out earlier in the semester and I always stuck with it. So... that 
was fun. And at first, like, the guitar part. I really love the guitar part and the 
verse. 'Cause at first I couldn't really play it that well.  
 
D: Um hmm. 
 
P: But then as it went on I, like, I was playing it a lot. I kinda got it under my 
hands. The thing is it's not like simple, which is good (Interview, December 3, 
2012).  
 
Using Literary Devices 
Rhyme. 
Garrick preferred rhyme in his lyrics to free verse. After a class where I had 
challenged the class to make use of online helps when writing lyrics, he responded: 
I: Were you using any kind of, um, word helper like a rhyming dictionary or... 
 
G: Um.. I have before but I don't, I don't really. I try not to. I don't know. 
Whenever I use a rhyme from there I don't feel good about it. I don't know. When 
you said y'know it's like a pride thing and when you said you use it I was like, 
"OK, maybe, y'know." It's a good tool to use but I still don't use it that much. 
 
I: It feels forced or maybe inauthentic?  
 
G: Yeah, 'cause, yeah, I'd rather base the line not around the word but around the 
idea and then just let the rhyming word help the person remember.. 
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I: Um hum. 
 
G: ...where it's going next…. (Interview, October 22, 2012).  
 
He claimed that he wanted to use perfect rhymes over imperfect. He explained 
what he had discovered in a lesson on rhyme: 
Thursday's praxis was fun and light, at least I made it light. I really realized how 
much rhymes help people remember songs because if you know the first line and 
the next line rhymes, all you need to remember is one word and the rest of the line 
falls into place. I'm going to use perfect rhymes when I can and family rhymes 
when I have to, because I really see the value of writing in rhyme now (Journal, 
October 5, 2012).  
 
Metrical foot.  
After a study on poetic meter Garrick explained how it helped him discover 
weaknesses in song ideas that he had written earlier. In a journal entry that week he 
wrote, “When I look over old songs I see that I have been writing mostly in some form of 
meter but the number of syllables in each line are usually awkward or could be 
improved” (Journal, October 19, 2012).  
Metaphor. 
When I asked Garrick what he had discovered about songwriting during the 
semester regarding his lyrics writing, he claimed he had discovered how to use metaphors 
in his songwriting: 
Just how important all the lyric devices were. Like, alliteration, and, uh, 
repetition, and metaphor. Especially metaphor. We've talked a lot about that. And 
how useful those are in creating something. It's like beautiful and important 
(Interview, December 3, 2013). 
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I observed that Garrick used metaphors in each of his praxes exercises and in his 
final project. In the self-analysis of his final project he spoke about the metaphors he 
used: 
There is a lot of metaphor. Every moment in our lives is another note in our 
melody. We also find ourselves within a certain context such as student, son, 
friend, and that is the chord that our notes are working within. We are the 
instruments and God made us individually. Our melody is our life and no one has 
ever played your melody before and no one will ever play your melody again. 
There is alliteration is "You gave my soul a song to sing," "need, knees, please" 
(Self-Analysis, Song Project, December 12, 2013). 
 
Song Project  
 The song that Garrick created for his final song project exhibited careful attention 
to the crafting he had worked on through the semester. The song was a narrative of how 
he had made meaning of his confusion and difficulty. He titled his song “Melody for a 
King” and used music as a lead metaphor to describe life: moments of life as notes, our 
circumstances as chords, melody as life, humans as instruments made by God who 
composed every line of life. 
He began by creating the musical setting for his song by improvising on his 
guitar. In the opening eight bars he introduced the harmonic sequence, 1 – 6m – 4 – 5 
(Figure 26), that he used to frame the work. He exhibited his understanding of repetition 
in songwriting when, after he had used the above harmonic sequence as his introduction, 
he returned to it for the turnaround, and ended the song with it in the outro. Garrick drew 
from his early rock influences in the first eight measures of his introduction as he 
referenced the introduction of “Dust In the Wind” by Kansas (Figure 22).  
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Figure 22. Garrick's Song Project Intro showing his chord sequence and rhythmic groove 
 As Garrick had said in his interviews he began his song project as he had with 
many of his song ideas, by improvising on his guitar. He talked through his songwriting 
process in the final interview: 
I started with a guitar line, a guitar piece. And I was playin' in my room and 
people were like, "Oh, that sounds good." And I'd be like, "Yes! This is, uh, this is 
goin' into that song I gotta write for that class." And then, um, y'know, I've got a 
whole... kind of a verse chorus, um, chord structure and started forming a melody 
for the chorus and a little bit for the verses and, um, just started, I just wrote down 
lyrics. I tried, I don't know, I tried, um, lyrics a few times (Interview, December 3, 
2012). 
 
This posed a dilemma for him after he added his lyrics to the music. He felt that 
his musical setting and his lyrics did not match. The musical setting was too happy for 
the more thoughtful lyrics. He went back over his song and rewrote the music to better fit 
the lyrics.  
In his self-analysis, as he reflected on his song, the themes I heard Garrick talk 
about from the start of the semester came back into focus: life in dichotomy – good/bad, 
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confusion, and the glory of God. When he explained the purpose behind his song he drew 
on his own personal narrative and made meaning from his journey: 
I wrote this song because I see good times and bad times in my life, but always 
want to remember that it is all ultimately for the glory of God. If a song was only 
happy it would get boring. Sometimes, like a jazz chord, one part of life may be 
confusing alone. But when you put it in context it makes sense. I like to think of 
all of us together as a symphony that God is orchestrating, each of us our own 
melody with good parts and bad parts, but all fitting together to the glory of God 
(Self-Analysis, Song Project, December 12, 2012).  
 
 Garrick intentionally used tone painting to add expression to his lyrics. In 
reflecting on his song he explained: 
In the second verse the melody really does rise and fall in the first line [Figure 
23]. The chorus melody also peaks at the words, "top of my lungs," [Figure 
24]…. And "Each low and each high" has the melody peaking on high [Figure 
25] (Self-Analysis, Song Project, December 12, 2012).  
 
 
Figure 23. Garrick's Verse Tone Painting - Rising and Falling Melody 
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Figure 24, Garrick's Chorus Showing Tone Painting Jumping to "Lungs" 
 
 
Figure 25. Garrick's Chorus Tone Painting Ascending to "high" in m.67-69 
The final lyrics Garrick submitted was: 
Verse 1: 
Every moment a note in your plan 
Every circumstance a chord in which you let those notes dance  
You hold the paper and pen 
Each instrument you crafted by hand 
 
Verse 2: 
The melody rises and falls 
So beautiful I’m watching your plan as it unfolds 
Let my life only be 
A melody fit for a king 
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Chorus: 
You gave my soul a song to sing at the top of my lungs 
A song that I’m sure has never been sung before 
Every note you wrote for me each low and each high 
You composed every line of my life so let this melody rise 
 
Verse 3: 
I remember the times that brought me down 
When tension and struggle rose up trouble all around 
My need drove my knees to the ground I said, “Please!” 
You taught me such sweet release  
 
Bridge: 
Although I don’t see the big picture now 
Or hear these notes fit together somehow 
I’ll keep on trusting and strumming these strings 
And travel home to you when the final note rings 
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CHAPTER 11 – FINDINGS AND CONCLUSIONS 
In this chapter, I present the findings of the study in terms of the research 
questions. First, I review the influence that participants’ backgrounds played in their 
interest in songwriting. Then I review the value and meaning they associated with 
songwriting and their songwriting strategies for themes, for agreements, for differences, 
and for contradictions. After summarizing my findings, I present my conclusions 
regarding value and meaning in songwriting, the songwriting process, and implications 
for music educators and Christian higher education. 
The Impact of Participants’ Characteristics and Backgrounds upon their 
Perceptions of Songwriting 
Influence of Family 
As participants storied their lives through songs, interviews, and journal entries, 
they indicated that they had received encouragement from family members, most often 
their parents or grandparents, to make music and to study music and more specifically 
songwriting (Davidson, Howe, Moore & Sloboda, 1996). Each indicated that music 
making had been a part of their life from their childhood. Some had written songs from 
the time they were children (Ruth, Rose). All of them had attempted to create songs 
before they entered the class. Each indicated that their families had interest in music, 
most often as a part of worship in their church (Ruth, Rose, Rylynn, Jake, and Garrick). 
Participants also spoke of family members who had encouraged their musical journey by 
teaching them (Ruth, Rose) or taking them to music lessons (Denzel, Rylynn). Parents 
provided instruments for some of the participants (Allan, Denzel, Rylynn, Jake, and 
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Garrick). Some of the participants spoke of family members who had pursued music as a 
career at either the academic level or in performance (Denzel, Ruth, Rose, Allan, Jake, 
Garrick). 
There were no participants who indicated that their family members had 
discouraged them from songwriting or from studying songwriting or the larger field of 
music. There were no participants who had been raised in what they considered a 
“nonmusical” environment. However, in Garrick’s story, there was tension regarding 
choosing music as a career. Although he wanted to pursue music along the lines of his 
father who was a professional clarinet player, his mother questioned whether Garrick 
could make worship and music a career. On the other hand, after years of rejecting music, 
when Jake wrote his first song “I Am Israel,” his mother’s emotional response reinforced 
his resolve to pursue songwriting. Denzel was heartened when he saw his mother crying 
after he had played his song project for her at a Panera restaurant and she commented that 
she was surprised at his skill in creating such a beautiful song. After the semester 
concluded Denzel’s father felt strongly enough about his songs to connect him with a 
Christian Music Industry A&R person who showed interest in Denzel’s songs. These 
emotional encounters with family members around music and songwriting speak to the 
power of music in the participants’ lives and their relationships.  
 While the participants storied their family’s interest in their early attempts at 
songwriting (Ruth, Rylynn, Rose), and their ongoing pursuit of songwriting (Jake), none 
of the participants indicated that other family members had actually written songs or 
taught them songwriting strategies and principles.  
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These findings support the claim by Davidson, Howe, Moore and Sloboda (1996) 
that successful music learners often had parents who encouraged them in music and were 
involved in music themselves. The findings also support Green’s (2002) assertion that 
parental enculturation played a role in popular musicians interest in music. Parents “play 
a prominent role in the formation of popular musicians . . . . [I]t may be well be that due 
to the increased emphasis on enculturation in popular music learning practices, it is more 
likely that popular musicians will come from musically interested families” (p. 24). 
Denzel’s story of listening to the top Christian contemporary songs from his junior high 
years supports McIntyre (2008) regarding enculturation within popular music paradigms: 
The ability for songwriters in the contemporary Western popular music tradition 
to make choices and, therefore, be creative is thus both circumscribed and 
facilitated by their knowledge of the domain of contemporary Western popular 
music and their access to, and knowledge of, the field that holds this knowledge. 
(p. 49) 
 
Constructivist Taxonomy 
In Teaching for Musical Understanding, Wiggins (2001) created a taxonomy of 
musical cognitive apprenticeship of what constructivist teaching and learning might look 
like: 
1. Learners need to engage in real - life, problem-solving situations. 
2. Learning situations need to be holistic in nature. 
3. Learners need opportunities to interact directly with the subject matter.  
4. Learners need to take an active role in their own learning. 
5. Learners need opportunities to work on their own, with peers, and with teacher 
support, when needed. 
6. Learners need to be cognizant of the goals of the learning situation and their 
own progress toward goals. (pp. 18-19) 
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Wiggins’ taxonomy will serve in framing the analysis in the next sections on the value, 
meaning and strategies of songwriting for participants in this study.  
 
What did They Find Valuable About the Songwriting Process? 
Having come to the class for various reasons, participants found songwriting and 
the study of songwriting valuable for the effect that songwriting had in their lives. As I 
reviewed each of the stories, it became apparent that each participant came with hopes 
and fears regarding songwriting. The participants indicated that they had grown in their 
self-knowledge.  
Wiggins suggested learning situations need to be holistic in nature. The 
participants indicated that they valued songwriting as a holistic process that affected more 
than their musical understanding; it was drawn from and affected their life experience. 
Students were encouraged to write from their life experience and within musical styles 
they chose. They spoke with anticipation—and in the case of Rylynn, fears—about 
learning more about the songwriting process. Denzel wanted to write hit songs like those 
his father had introduced to him. He also found ways to make his time spent in 
songwriting more productive. Ruth and Rylynn questioned their personal self worth when 
they compared themselves to others. They wanted recognition and wanted their songs as 
representations of themselves to receive the interest they so desired. Rose placed value on 
songwriting in learning how to create narratives to help her heal from the traumatic 
experience of an accident and loosing a friend. Garrick hoped to find that songwriting 
would be easy and something that he wanted to do. Even after Garrick rejected 
songwriting as a career path he used songwriting to make sense of his frustration with his 
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homework. Allan and Jake hoped that the songwriting study would not squelch their 
innate songwriting abilities.  
Each participant gave their story of how they had experienced songwriting 
firsthand during the semester. By distilling their themes, I will review the value that 
songwriting had for them in the face of their aspirations. 
Self-knowledge and the Building of Self-confidence 
Each of the participants had to face their fears and, as a result, gained self-
knowledge and built self-confidence. One of the recurring themes was the anxiety 
participants associated with having to present their work in a social context for their peers 
each week at the end of the praxis exercise. Ruth, Rylynn, and Denzel identified their 
anxiety early in the semester. They compared themselves with others in the class and 
feared their work would be rejected. But through the regular presentation they became 
more confident in their presentation. By the end of the semester they each had come to a 
sense that their song ideas, as representations of themselves, were as valid as anyone 
else’s. 
Rylynn initially did not want to take the class fearing her songs would be rejected. 
Part of that fear was of having the present her excerpts during the praxes among peers she 
felt were better songwriters than herself. During the semester she wrote her concern about 
finding a husband into one of her praxes exercises. In the exercise and the journal to 
follow she and her awakening that God was jealous for her.  
My observation was that as she became aware of God’s regard for her she became 
more self-confident in accepting herself. One of her defining moments during the 
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semester came when she discovered she could write songs “for herself” and that they did 
not need to be for others. She described one of the songs she had written: “So when I sing 
it makes sense and that is a gift from God to me, but that's not necessarily something 
you're going to put on an album and will share in a church (Interview, November 8, 
2012). Through this realization and facing her fears she gained more self-confidence as a 
songwriter.  
Rose said that she had taken the songwriting class so that she could learn more 
about songwriting. This was a common statement among participants in their interviews 
and journals and would be a typical expectation for any course of study. But Rose added 
that she wanted to take the class again to learn even more.  
Jake revealed the importance that analysis had played in helping him construct a 
better understanding of the songwriting process. He had come to the course with concern 
that applying a formal structure to his songs would prevent him from creating expressive 
songs. During the semester, he reversed his thinking and found that structure brought life 
to his songs. He traced his journey through analysis regarding formal structure that was 
also indicated by Ruth, Denzel, and Allan as important in their learning. 
These findings regarding self-expression in songwriting support Hickey’s (2009) 
claim that music composition supported, “individual development of ownership, 
autonomy, and authority that emerge as students become more competent and confident 
and recognize the knowledge associated with composing as problem solving” (p. 214). 
These findings also support Campbell’s claim (1998) that music functions personally as 
emotional expression, which conveys more than simply the musical elements. They also 
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support Kratus (2012) in the value of personal growth as a part of the composition 
process: Kratus noted: “Person: Learning to compose can develop the personal traits of 
students, encouraging them to be original, accept ambiguity, and solve problems alone 
and with others is” (p. 380).  
Inspiration and Crafting 
Denzel, Jake, Allan, and Rylynn had accepted a notion of songwriting that placed 
a high value on the inspirational element of songwriting. Each began the semester 
believing that songs came from inspiration alone or what Boden (2003) termed the 
romantic view of creativity. Participants were given opportunities each week where they 
engaged in real-life, problem solving songwriting situations. Being regularly engaged in 
the process of songwriting participants built their understanding of the songwriting 
process. Denzel had been frustrated by the romantic view of creativity in trying to capture 
and sustain inspiration after the inception of a new song. He said that although he had 
started many songs he found it difficult to finish them. After only a few weeks of study in 
the historic development of songwriting and the corresponding praxes where he worked 
on songwriting skills, he indicated in his first interview that he was assimilating a more 
balanced approach in his songwriting process. By the end of the semester Denzel had 
completed two songs and he reflected in his final interview on how much his thinking 
had changed regarding the process of songwriting. His final comments reflected more of 
Csikszentmihalyi’s (1997) claim that “a genuinely creative accomplishment is almost 
never the result of a sudden insight, a lightbulb flashing on in the dark, but comes after 
years of hard work” (p. 1). Denzel found that crafting played an important role in the 
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completion of his songs. After the inspirational beginnings of a song he used his 
knowledge and skills to craft the melody, lyrics, rhythm, and harmony. His comments 
were reflected in statements made by Jake, Allan, and Rylynn. 
Some students described the inspiration as both individual and as “given from 
God” or through their connection to God. I questioned Rylynn, as her facilitator, 
regarding her views of the role her relationship with God had in her songwriting. In our 
discussion I asked if perhaps some of her songs were “given by God” for her benefit 
alone. Rylynn created a dichotomy that helped her better understand her songs: (1) those 
she felt God had given her for her own benefit, and (2) songs written for others. 
Although there was a tension in the stories of Denzel, Ruth, Rose, Allan, Rylynn, 
Jake, and Garrick’s songwriting experience between inspiration and revision, each of 
them noted the value of revision. Rylynn struggled with the notion of revising songs she 
felt had been given to her by God. While literature addresses revision in creativity 
(Sloboda, 1985; Carlin, 1998; Hickey, 2003; Webster, 2003), there are no studies within 
Music Education literature that address this tension between music that is believed to 
have been given by God and revision. Revising would seem to profane or debase songs 
held as divinely inspired. This has some similarity to Native American dream songs. Bahr 
(1985) found that Pima’s, a Native American Tribe, considered songs to have been 
learned in dreams from animals, gods, and spirits. Bahr suggested that, “most native 
language songs are felt to begin as revelations” (p. 199). This is not acceptable within 
evangelical theology where only scripture is viewed as revelatory. But there is room for 
in evangelicalism for the divine guidance of the Holy Spirit. Rylynn created a dichotomy 
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to help her categorize songs into (1) those she felt God had given her for her own benefit, 
and (2) songs written for others. 
Making Songwriting More Efficacious Through Praxes 
The praxes were created as real-life problem solving exercises where students 
applied their knowledge and skills in a songwriting experience on their own and with 
peers (Wiggins, 2001). In two of the praxes students worked with peers in groups of two 
and created polyphony. In the other praxes they worked alone but presented their work at 
the end of the class each week. Each of the participants spoke positively with regard to 
the affect the praxes had had on their songwriting during the semester. Ruth asserted that 
the songwriting survey class was valuable because she was able to apply her knowledge 
of music and language in creating a medium that was relevant to her and her peers. Allan 
expressed his enthusiasm for the praxes claiming it was the first class where he felt his 
musical knowledge and skill were applied in creating something that was relevant to him 
and his peers. Denzel felt the praxes were valuable in allowing him to experiment with 
songwriting processes that he was developing. Some students found the praxes useful in 
creating songs they intended to record. There were even suggestions of adding more 
praxis time to the class (Denzel and Ruth).  
 One common theme among the participants that was challenged during the class 
was the notion that creativity could not take place on demand or within short periods of 
time. There is a dichotomy represented in the literature regarding creativity. Kumm 
(2013) claimed the songwriter he interviewed could only create songs in her leisure and 
could not create under pressure. May (1975) countered this type of sentiment by asserting 
  
319 
that “creativity rises between spontaneity and limitations” (p. 115). Bailin (1994) 
challenged the view of seeing creativity “in terms of arbitrary novelty, rule-breaking, 
unfettered imagination, and irrational processes” (p. 234). Bailin declared: 
creativity has to do with significant achievement and such achievement takes 
place against the background of dynamic and evolving traditions of knowledge 
and inquiry. It involves rule-following as well as rule-breaking and an 
understanding of when to do each. It involves skills deployed with imagination 
and imagination directed by skill. In addition, it employs rational processes of 
thought which involve judgment, criticism, and hence the possibility for evolution 
(p. 234).  
 
Jake recounted how surprised he was when within a short time he had created 
what he felt was an interesting song idea. Often, participants indicated that they were 
motivated to continue working on an idea that captivated their attention during the short 
praxis time. For Denzel, who had been frustrated being unable to finish his songs before 
taking the class, working within time limits and deadlines helped him to manage his time 
better. Rylynn felt a sense of accomplishment in the last portion of the semester after she 
had presented an excerpt she felt went very well in a praxis.  
 These findings contradict Kumm’s (2013) participant who could only do creative 
work in her leisure. There is support however among the participants in this study for 
May’s (1975) assertion of balancing spontaneity and revision in their songwriting 
process. There were discoveries made in their praxis work that is similar in effect to 
Bailin’s (1994) within songwriting that involves “skills deployed with imagination and 
imagination directed by skill” (p. 124).  
These findings support constructivist ideas of active engagement, interacting 
directly with the songwriting process, real-life problem solving, working on their own 
  
320 
and with peers with teacher support (Wiggins, 2001). The songwriters in this study built 
their knowledge of songwriting through weekly problem solving (Calkins, 1994; Barrett 
& Gromko, 2007; Hickey, 2009; Webster, 2011) in activities that often involved 
collaboration with other students. The songwriters revised their work after their initial 
phase of creativity (Ruthmann, 2008; Webster, 2011).  
What Meanings Emerged From the Songwriting Process? 
Meaning Making  
 Through songwriting, as with narrative, each of the participants made meaning of 
their life experiences. Webster (2011) suggested that meaning construction is a common 
element in constructivist thinking. Songs have been identified as being narrative in 
function (Kumm; 2013; Negus, 2012; Nicholls, 2007; Neal; 2007). Negus (2012), for 
example, suggested that popular songs are one of the most pervasive forms of narrative 
(p. 395). Because of this narrative quality, the study and practice of songwriting helped 
the participants build their knowledge and skill set in making meaning through their 
pervasive narratives. Participants intentionally drew from their particular background, 
context, and circumstances, writing into their songs ideas that were meaningful to them. 
The meanings they had made of their experiences through the songwriting process 
included: working through hardship and tragedy, spiritual awakening, and connection 
with God through hardship and spiritual awakening.  
Denzel made meaning for himself by writing the hopefulness of second chances 
in his song project. Denzel said, “our life still has this meaning because we've still been 
given a second chance by God at the same time and the rainbow is kind of the metaphor 
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of a second chance” (Interview, October 25, 2012). Ruth made meaning of her strong 
emotions replacing her acts of self-injury by expressing her feelings through songwriting.  
Rose wrote a song about praising God through the trials making sense of the 
tragedy she had been through. Allan made meaning of his very troubled background by 
expressing his feel-good song about putting his past behind him and moving on. He 
explained how he expressed the meaning of his lyrics with tone painting in writing a 
melody that lifted signifying letting go of the past. Rylynn made meaning of her feelings 
of inadequacy, her difficulty with pain and broken relationship through her songwriting. 
Jake expressed his longing to make meaning of his long-distance relationship with his 
girlfriend through his songwriting. Garrick who was conflicted with the place 
songwriting played in his life made meaning of his experience with God in his 
songwriting.  
 The meaning participants found in their songs was not only in making sense of 
their lives internally but also in connecting with an external audience. Kumm (2013) 
found that songwriting had served both an internal and external function in his 
phenomenological study (p. 210). The meaning they made was not sonic (Green, 2002, 
2008), that is, it was not about the elements of music alone. It gave them personal 
meaning. There is a paucity of literature regarding meaning making in songwriting in 
music education and in evangelical higher education. There is, however, a body of 
literature regarding meaning making in songwriting in the realm of music therapy 
(Barbra, 2004; Jones, 2005; Silverman, 2011). This suggests that incorporating meaning 
making in songwriting in general music education may enhance students’ interests, and 
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ultimately bring added value to music education within evangelical higher education 
communities. Incorporating meaning making in songwriting in evangelical higher 
education may help to develop more songwriters with better songwriting knowledge and 
skills.  
Music and its Role in Spiritual Awakening (Or Getting Saved) 
 Each of the participants of this study experienced spiritual awakening through 
their songwriting. This study reinforces the recent historical work of Stowe (2004) 
regarding musical meaning making in the spiritual lives of Americans. Stowe suggested: 
Along with the imperatives of a market economy, religious conviction has been a 
major energy source driving the social and cultural collisions that have animated 
and directed the course of American history. And music-particularly sacred 
music-has been a crucial medium by which individuals and social groups have 
encountered, struggled against, learned from, and accommodated to other 
individuals and groups. By singing and making music, Americans wear their 
spiritual hearts on their sleeves (p. 5). 
 
Songwriting as narrative is a form of reflection. The participants in this study 
experienced spiritual awakening through the process of making sense of their lives in the 
construction of their lyrics. They wrote the spiritual meaning into their songs to 
communicate their feelings to God and about God to others.  
 
Hardships 
 Students came to class with a lot of personal hardships. These hardships formed a 
context from which they made meaning in their lyrics. Ruth and Rylynn wrote songs of 
their struggle with loneliness. Rose and Patrick wrote songs from their personal tragedy. 
Denzel, Allan, and Jake wrote songs from emotional difficulty. Addressing hardship is 
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central to the use of songs in music therapy research (Silverman, 2011; Baker, Wigram, 
& Stott, 2008; Jones, 2005). Within music education research the subject matter has 
received little attention (Moore, 2003), with little attention to the hardship of the 
songwriter (Campbell, 1998; Akeret, 2002; Hickey, 2009) as a focal point from which 
songs can emanate, Hickey, et al., have brought focus to the subject matter of songs in 
music education.  
Connecting with God - inspiration for songs from God. 
It is perhaps not surprising that students in a worship program would make 
reference to their faith in their songs. Several of the participants said that they felt the 
inspiration of their songs was given by God (Garrick) with the purpose of bringing glory 
to Him, whether it was a worship song (Rylynn) or a love song (Jake). Their songwriting 
began as an inspirational moment during their personal Bible study (Allan, Denzel) or 
during a time of reflection focusing on their relationship to God (Rylynn, Ruth). Rylynn 
held the idea that because some of her songs were given by God, they should not be 
changed. She was reluctant to edit these songs based on her perceived connection to God.  
As a part of their classwork, students were asked to write within an evangelical 
worldview, whether their songs were aimed at an evangelical or secular audience. There 
is a dichotomy within evangelical worship music regarding worship songs: those songs 
that are written to God in adoration and praise, and those written about God to inform 
(Baloche, Owens, & Owens, 2008). The songs that the students created did fall into these 
two types. Denzel, Ruth, Rose, and Garrick, created worship songs with God as their 
audience. Rylynn and Garrick wrote their songs about God. Students also wrote songs 
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that were not intended for worship but still framed within an evangelical worldview. Jake 
wrote a romantic love song within an evangelical moral framework. He said the lyrics 
“Heaven knows we’ll take our time” indicated waiting for sex until marriage. Allan wrote 
a “feel good” song where the words “moving on from yesterday” held meaning for him 
regarding leaving the abuse of the past. Both were intended for a general audience. 
Connecting with God through the songwriting process is previously undocumented. 
Research regarding evangelical music has looked at performativity of worship (Ingalls, 
2008) and the influence of contemporary music within current evangelical worship 
(Schaeffer, 2012; Gormly, 2003) but there have been no studies regarding the value of 
and meaning in connecting with God through the songwriting process, either in 
educational settings or not. As I will suggest in the “Tensions Between ‘Traditional’ 
(Secular) Music Education and Christian Higher Education” section below, this creates a 
dilemma between the goals of traditional music education and Christian Education. 
Although a dilemma, it can be resolved.  
Drawing from Personal Context 
 Bennett (2012) suggested that artist-songwriters “frequently focus on issues of 
emotional authenticity or biography (as opposed to more craft-based issues such as 
syllable-count, drafting and editing, imagery and metaphor, and so on)” (p. 151). 
Participants found the path to creating original ideas was easier to manage when they 
drew from within their own narratives. They created storylines in their songs that were 
made meaningful, important, and relevant to them by drawing from their personal 
experiences.  
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Allan explained that, although he avoided talking about his past, his own narrative 
inspired his song project. He had begun the semester frustrated that he had been unable to 
write any songs, and said that reflecting on his own story had brought new energy and 
interest for songwriting. His song project was a direct expression from his narrative.  
These findings suggest that, when students looked to their own narratives, their 
songs held more meaning for them. This is important particularly for teachers of 
songwriting and for songwriters as they look for material on which to write. This 
supports research regarding the democratization of music education where students 
viewed music classes as relevant and meaningful (Abramo, 2010; Campbell, 1998).  
What Songwriting Strategies Emerged Through the Process? 
 The songwriting process can be seen as a progressive sequence of ideas that begin 
in the mind of the songwriter with initial thoughts and eventuate in a final song product 
(Kratus, 2012; Tobias, 2014; Moore, 2003). The songwriting process could be 
dichotomized as the conceptual stage and the revision that follows (Webster, 2011). The 
initial stage of the process has also been described as inspiration while the continuation of 
work after the initial phase has been described as “crafting.” I will use this terminology, 
inspiration and crafting, which was suggested by McIntyre (2008). The ways participants 
in this study conceived their songs and then crafted their songs may be helpful to music 
educators and songwriters. 
 Considering the conceptual stage, participants were asked to conceive new ideas 
each week during the praxes rather than to bring songs in that they had already written. 
The goal in weekly creating new ideas was for students to engage directly in the 
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songwriting process taking an active role in constructing their own understanding and 
skill (Wiggins, 2001; Webster, 2011). Participants said that they used the following 
strategies in the initial stages: defining the moment, drawing from their own narrative, 
writing daily/short writing, and recording the initial idea so they do not lose it. In the 
initial stages of the process, Denzel, Ruth, Garrick, and defined the moment they wanted 
to express. In other words, to choose a central idea or emotion that defines the song. 
Denzel, Ruth, Rose, Allan, and Rylynn found drawing from within their own narrative 
useful as a songwriting strategy. Denzel explained how his songwriting process had 
shifted from looking outside himself to looking within himself for material on which to 
base his songs. 
Daily writing was listed by Denzel, Ruth, Allan, and Jake as significant to their 
strategy in both the initial stages and the subsequent crafting stages of their songwriting. 
Daily writing helped them to focus their mind during a short span of time. After a praxis 
that focused on short daily writing episodes Jake noted the positive results that came from 
consistently writing on a daily basis. Denzel found that consistent writing was more 
productive that lengthy concentrated times because he was returning to material while it 
was fresh in his mind. 
 
Documenting their Music 
Each of the participants reported that recording their initial ideas was important. 
Ruth said that she used a digital recorder to capture her ideas to keep from losing them. 
Denzel, Allan, and Jake used their phones to record initial ideas for later review. Rylnn, 
and Rose video recorded their initial ideas for later review. Rylnn told me that she like to 
  
327 
have video when she during the revision stage to hear her voice and to see how she had 
done her hair and what she was wearing. She explained that seeing and hearing herself 
helped her to recapture the emotional state she was in during the video. The video also 
revealed the guitar voicing she used.  
Denzel and Jake preferred pen and paper when they worked on their lyrics. 
Denzel preferred to write his ideas in his moleskin journal when he had time to write. He 
enjoyed the tactile feeling of the moleskin. Jake felt using pen and paper was more 
artistic. He said, “I feel like, it’s almost, you can tell whether or not when you write the 
lyrics if they're, if they're good or not when you write it down instead of just typing it” 
(Interview, October 25, 2012). The lyrics, perhaps, are more personal, therefore, a more 
“real” or primitive form of technology was preferred.  
After the initial conception stage participants crafted their songs using various 
strategies they had constructed through their analysis, their active engagement with the 
songwriting process, and in reflection on their work. Their strategies included literary 
devices and musical devices. Most notable in their comments were the literary devices of 
rhyme, metaphor, and imagery. The melodic device they felt was most productive was 
tone painting; melodic and harmonic.  
Literary Devices 
For Rylynn was a necessary element in all songs. Ruth said that she had begun to 
use metaphors more consistently in her songwriting. The was also reflected in comments 
of Rose, Allan, and Jake. Denzel identified imagery as one of the aspects he was applying 
in his songwriting process. 
  
328 
Tone Painting 
Each of the participants found tone painting useful as part of their process. Ruth 
became more intentional in her use of tone painting and described how she used both 
melodic and harmonic tone painting. Allan was surprised that he had never thought about 
using tone painting to express the moment of the song. He found it had become a part of 
his thought process in expressing the lyrics more effectively.  
Participants used these specific aspects of the songwriting process strategically in 
making their songwriting process more productive. That participants found specific 
aspects (defining the moment, analyzing songs, daily writing, documenting their music, 
using literary devices, and tone painting) helpful to their songwriting process adds to the 
literature regarding systems of composition and songwriting (Hickey, 1995; Moore, 
2003; Campbell, 1998).  
Holistic Approach 
Denzel, Alan, Rylynn, and Jake described a process of songwriting that was 
integrative and holistic. They combined musical thinking, sonic experimentation, and 
lyrical expression in their songwriting process. They thought of songwriting as both the 
idea and the sound and created their songs in an iterative process going back and forth 
interweaving thought and sound. In the initial stages they recorded their ideas to capture 
them. In their continuing work they employed various technologies in a system similar to 
the role of producer where the song is set sonically (Tobias, 2013). In reflecting back on 
his song project, Alan described his process of shaping the sound of his song digitally 
recording and sequencing with Logic. He summed up the experience saying,  
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I think that songwriting is definitely a lot more work than I was prepared to do 
before I re-fell in love with it. It just kind of refreshed everything. This took a 
long time. The recording took twenty hours, writing took seven hours, most of it 
taking place yesterday (Interview, December 11, 2012). 
 
He went on to expand on the sonic nature of his songwriting process: 
I tried staying on click and I'm pretty good at that. But it wasn't spot on and I 
finally found out that I needed to put a real drum set behind it even though it 
wasn't gonna to be in there [initially] so I hear all the idiosyncrasies of the beat. I 
recorded two different guitar parts and both had a direct [input] and a mic. And I 
panned the mic, the mic on the higher one and a mic on the lower one and the 
same thing with the direct [input] so it had this really full sound and I just started 
havin' fun with the mandolin. I played for four hours in front of my mic. My room 
is super hot. I was all tired but I was havin' a blast. Out of that I started playing a 
couple of melodies (Interview, December 11, 2012). 
 
 The songwriting process may involve a type of holistic approach where the song 
is conceived in the mind and created lyrically and sonically through means of sequencing 
and recording technologies. Thinking of songwriting within this type of framework is 
helpful to music educators and songwriting as musical thinking is applied sonically 
through songwriting using digital tools.  
Audiation 
Kratus (2012) defined audiation as hearing inwardly with meaning (p. 371). In the 
opening stages of their creative songwriting, whether from internal or external 
inspiration, the participants in this study said that they heard the ideas in their mind; they 
formed the lyrics and musical ideas in their mind. Denzel said he heard the lyric and 
melody together in his head as he was creating. Although he did not tend to hear the 
entire song at one time, there were times when it would all come to him at once. 
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Gordon (1986) described audiation as “hear[ing] and feel[ing] music for which 
the sound is not physically present (p. 3). Kratus suggested, “It could be that one's ability 
to audiate is an indication of one's sense of tonality and meter, and it is this tonal and 
metric sense that provides a structure in which to compose coherently” (p. 126). Similar 
to Kratus’s study of children, the act of creative work for the participants in the current 
study was something they experienced rather than something they designed first on paper 
to experience in performance after they had finished. For Allan the music was at the 
inception of his song. He would hum it in his head and then over time he would add the 
lyrics. 
The order in which the creative cycle was experienced for the participants was 
from inspiration to crafting, with little or no intention on creating an actual Common-
Practice score from which they would perform their song. For the final project they were 
required to submit a lead sheet with staff notation (notes - pitches, rhythms), lyrics, and 
chords. In every instance, the participants indicated the lead sheet was something they 
generated after they had finished the song, rather than prior to recording their demo. This 
supports studies that found notation was not required in the process of creating music 
(Paynter, 1972; Freundlich, 1978). It also supports Doig’s (1941) notion that songwriting 
is a type of musical thinking. It also underpin’s Elliot’s (2009) emphasis on songwriting 
as a place where students are empowered through the process of applying musicianship 
and listening skills.  
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Researcher Narrative 
 
The format of a dissertation does not always reveal narratives’ emotional content and the 
relationships they form and maintain. As I became involved in the songwriting stories of 
Denzel, Ruth, Carson, Rose, Allan, Rylynn, Jake, Garrick, and Nicole, I became 
personally invested in their dilemmas and struggles. Our conversations were not limited 
to songwriting, as we shared personal experiences that required both trust and risk for 
both research and participant. The trust that they conveyed to me as they revealed private 
aspects of themselves drew me in to their lives. In their transparency they revealed their 
aspirations, their failures, and their very private feelings regarding their circumstances. 
As I constructed my version of their stories in Chapters 4 – 10, I felt a depth of 
responsibility to represent them as accurately and respectfully as possible while 
sheltering out sensitive information and information that they asked to be excluded from 
the study.  
 Learning about Denzel, Ruth, Rose, Allan, Rylynn, Jake, and Garrick’s 
songwriting experience caused me to reflect on my teaching from a learner’s perspective. 
The process was refreshing in revisiting my approach and the detail of each week’s 
lecture and praxis. Hearing them describe their songwriting has also had an impact on my 
songwriting. While I value inspirational moments I had more recently put much more 
stock in the crafting of the song. I now look for those times when I sense what I perceive 
as God prompting me to write. I have incorporated more discussion and exploration of 
improvisation. 
 I often remind students that they can only write their song and not someone 
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else’s. Hearing their personal stories reflected in their songs reminded me of my own 
narrative: the good, the bad, and the ugly. Garrick’s awakening to what we both saw as 
his lack of discipline challenged my own weakness. Hearing Rose’s tragic story 
encouraged me to look for ways in which I can make meaning from difficulties. Listening 
to Allan recount his very difficult childhood that prompted him to spend long hours alone 
playing his guitar gave me thoughts of how relatively easy my childhood was. Allan’s 
stories made me reflect back on my own connection with music as a child and how I 
loved times of making music with others, and avoided practicing on my own. Rylynn’s 
reflective comments brought pictures of relationships that I have tried to control and 
smother with my own expectations. Her story helped me reflect on those in my life who 
have helped me to build my self-identity and how I have written my narrative into my 
songs. Rylynn’s story challenged me regarding the moments in my life where I felt a 
strong connection to God through my songwriting. Ruth’s story reminded me of how 
personal my songs are and how I feel a sense of agency when I am writing my songs in 
my way. Ruth and Rylynn’s stories helped me to realize the depth of meaning they found 
in the process of songwriting, and that whether or not a song made it into the public, it 
was worth stepping into the creative process regularly to make meaning of my 
circumstances. Jake’s story showed me that being forced to do something is not 
necessarily a bad thing. In the end negative experience can yield good results. Denzel’s 
thoughtful reflections encouraged me as a songwriting instructor to be more insistent on 
regular writing, having due dates, and short writing events. Denzel also gave me more 
confidence in teaching songwriting strategies to help make songwriters valuable time 
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more profitable.     
 These moving, personal relationships forged through this study reinforced the 
value that the study of songwriting held for undergraduates in a music and worship 
program. The study answered questions that I had regarding the praxes exercises and the 
strategies that were implemented and most valued by students. For me, the study brought 
validity to the meaning making. This meaning making, in turn, brought authenticity to the 
process of songwriting for the participants. The participants’ statements resonate with my 
own feelings regarding songwriting. This might be the strongest power of the narratives 
people weave; they bring people together through intimate conversations, collective 
worship, and the songs we write, in the classroom and private spaces.  
Conclusions  
Participants found songwriting to be valuable in their lives by helping them to 
make meaning of their existence and experiences. There were gender differences in the 
how students felt about the value of songwriting in their lives as indicated in the literature 
on songwriting (Abramo, 2009). The female participants felt that songwriting was a mode 
of self-expression and songs were personal assets over which they had control. Ruth and 
Rylynn explained their feelings openly regarding songs they felt were for themselves. 
Ruth described her love for songwriting: 
I love songwriting! Sometimes I hate it. I guess recently it's been a whole renewal 
of that love for it because I'm going through some issues right now with life in 
general. It's just one of those ways I am able to express myself well and it doesn't 
matter if it's a good song or not it's just [that I am] able to get it out (Interview, 
October 24, 2012).  
 
  
334 
The male participants described songwriting primarily as a means of identity as 
songwriters and as a possible career path. This was exhibited in Garrick’s explanation of 
why he took the class and his decision after a few weeks in the class that he would not be 
pursuing songwriting as his career focus. Denzel described his purpose for studying 
songwriting as, “I’d really like to be able to write hit songs” (Interview, October 4, 2012).  
Allan claimed it was, “the first time in nearly 18 months that I have felt like a songwriter 
again” (Journal, October 5, 2014). As Allan reviewed his development in songwriting at 
the end of the semester he felt his song project was marketable and excitedly reported 
regarding songwriting:  
I feel like it's developing a little more to a place of a comfortable lifestyle rather 
than a task that I'm not used to like a math problem or something. And it's shifted 
dramatically from the frustration that I felt at the beginning of this semester and 
it's quite good (Interview, November 5, 2012). 
 
I believe identifying the diversity in how songwriting was valued by students 
strengthens the reasoning for its inclusion in education and, more specific to this study, 
within music education. Participants valued the praxes because they were able to apply 
the knowledge they built to the songwriting process. Through the praxes, they were able 
to refine their skill set in songwriting. Through analyses of extant songs and their own 
they increased their awareness and understanding of the songwriting domain. Through 
reflection they constructed strategies to solve songwriting problems. They found value in 
becoming more self-aware increasing their self-confidence through the achievement of 
prescribed activities in songwriting. They made discoveries regarding their own ability in 
assigned and timed songwriting events, which affected their time management.  
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They found both meaning and value in songwriting as either a career path or part 
of a career path in worship and music. As a type of narrative participants made meaning 
of their lives in expressing their feelings drawn from their unique background and 
circumstances. The spoke openly of the spiritual meaning they wrote into their songs. 
Ruth, and Denzel found songs to be reflective. While creating songs intended for an 
external audience, their song(s) reinforced truth within themselves and prompted more 
inner contemplation. Participants found meaning in communicating what they felt were 
important truths to their culture. They found a meaningful connection to God through 
their songs and some found a direct inspiration from God for their songs.  
The participants constructed strategies that helped them to better utilize their time 
and to craft their songs to what they perceived was a higher level. They implemented 
their strategies to overcome the frustration that had kept them from completing their 
songs. They spoke of songwriting as a craft that required extended times of rewriting. 
They used literary devices to strengthen their songs. They used technology as a tool to aid 
them in capturing, recording, and voicing their songs. The participants in this study 
actively used capturing devices (iPads, iPhones, Garageband, Voicememo, 
microrecorders, and computers) in their songwriting process. They used formal structure 
reflecting the style of music they chose to write in to make their songs more memorable. 
They heard the lyrics and music in their mind in the creative process. They combined 
their knowledge of lyrics and music, making intentional connections between the many 
aspects of a song to create memorable and emotive expressions for their specific 
audience.  
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Implications for Music Education Practice 
A greater democratization of music in education is suggested in this study. In the 
current academy where I serve there is a push toward cross discipline engagement. Since 
the time of this study, the Songwriting Survey course that I teach has been opened across 
disciplines as a literature class, with a strong language assessment given to written 
portions of the class: journals and analyses. Creating a Songwriting Survey class may be 
a way for music educators to make music available to a large cross section of their 
student population. 
Songwriting classes should be made available at each level of education: 
elementary, middle, high school, undergraduate, and graduate. There are implications for 
preparation for preservice music teachers. I would strongly urge the academy to 
incorporate into the curriculum both inculcation into the songwriting domain and the 
paraxial environment. The indication of my students was that the paraxial environment 
was where they constructed their knowledge and skill in songwriting. Rather than simply 
providing a music appreciation course, I would suggest a music making course. The 
paraxial environment provided a safe place where students actively experiment with the 
songwriting process. Each of the participants felt the paraxial activities were the strongest 
elements of the course. 
Perhaps it will take a positional change for some educators, and even some music 
educators, to move from dividing music into a false musician/non-musician dichotomy to 
a democratized “we are all musicians” position (Reimer, 2009; Bowman, 2005; Elliot, 
1995) where all students are encouraged to nurture their understanding of music through 
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songwriting, increase their skill in and awareness of music by songwriting, and make 
meaning of their lives through their musical expression in songwriting. 
I began with questions regarding student learning. I feel it is important for 
educators to bring relevance to music education by gaining the perspective of the learner. 
Address relevance by asking students for their ideas on why music education, and 
particularly a songwriting class, would be valuable to them. Ask for their ideas in the 
design and the ongoing revision of classes where music making includes songwriting and 
meaning making through songwriting. Learning from the student perspective, I believe, is 
essential to educators. Engage with students through conversations, class discussions, and 
class journals.  
A constructivist framework aimed at the learner is helpful in creating a structure 
where students are able to explore an aspect of songwriting in action, while keeping 
within a holistic context. I feel it is critical for students to construct knowledge that is 
meaningfully based on their experience within a domain. Educators must work to provide 
classroom situations where students can actively apply their knowledge and skill in music 
making activities. Students suggested both a framework be provided and the freedom to 
create their own expression within that framework. How might educators create an 
atmosphere where students are encouraged to create their own understanding of 
songwriting? 
 There is perhaps a reticence in current culture regarding meaning making in the 
classroom due to political implications. Despite this, I would strongly urge educators to 
help their students explore meaning making from the within their context. Through the 
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songwriting process students are able to make sense of their life experience. I begin many 
of the praxes by suggesting students draw from their current circumstances – their 
feelingful present – in creating songs that are relevant to them. This kind of environment 
may help foster a stronger inclusive sense of music making as a holistic endeavor. How 
might educators create an environment in the classroom where students can make 
meaning through songwriting?  
Finally, I would encourage instructors to develop a study in music history that 
traces songwriting from early times in hopes that students would make connections and 
see the relevance in tracing the historic development of music to current songwriting. 
Along with the study they should create songwriting music making praxes where 
concepts can be explored.  
Implications for Christian Higher Education 
 For those in Christian higher education, the findings suggest the opportunity to 
challenge ideas regarding talent (Elliot, 1995; Bowman, 2005) within worship music 
songwriting, and to appeal to the development of undergraduate songwriting courses to 
engender a higher level of crafting in the songs that evangelicals create for worship. The 
study undergirds the rich sense of meaning and purpose that Christian songwriters can 
draw from as described by the participants of this study in creating a connection to God 
in the process of songwriting. But the study also revealed that the songwriting process 
holds intrinsic value as a meaning making experience for all students, regardless of their 
major. For Christian songwriters and educators, this study found that participants found 
meaning not only in the end product, but in the process of songwriting as well. Whether 
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the participants’ songs make it into a public performance or not, they indicated that they 
had grown spiritually through the process of songwriting. Songwriting can, perhaps, 
become an avenue towards spiritual formation for all students in Christian higher 
education.  
This value of the songwriting process in meaning making appears to be absent 
from the literature on evangelical worship music and songwriting. Current studies 
(Sterling, 2009; Baker-Wright, 2007; Baloche, Owens & Owens, 2008; Kauflin, 2008) 
primarily address the aspects of songwriting that yield results within corporate worship 
and the Christian music industry domain. Other studies (Schaefer, 2012; Ingalls, 2008; 
Van Dyken, 2004; Blumhofer & Noll, 2004; Mouw & Noll, 2004) have examined the 
sociological aspects of worship and religion in American culture. Perhaps having placed 
such a high value on songs that are marketable, we have missed a much larger purpose 
for songwriting—the meaning making within the process itself for the songwriter. Instead 
of narrowing on an exclusionary basis to a select few, songwriting should be encouraged 
in an effort to democratize (Elliott, 1995; Bowman, 2005) the opportunity for all 
evangelical worshippers.  
Educators might encourage students to explore songwriting not only as a vehicle 
to communicate and worship, but to help them make meaning of their religious and 
spiritual experiences. Unfortunately, this aspect of songwriting is not always valued. 
Perhaps the desire for students and educators to obtain the validation of a group of 
industry gatekeepers and to publish and record songs has prevented many students from 
finding meaning in the process of songwriting and, instead, for educators to engage only 
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a select group of students in the songwriting process. Instead of writing for personal 
edification, some students have attempted to write with a larger public audience in mind. 
Rylynn’s story is a case in point. She struggled to find public acceptance for her songs, 
but was reluctant to change what she felt had been given her by God to satisfy critics. 
Rylynn created a dichotomy that helped her make meaning of her songwriting: (1) songs 
that had been given to her for personal edification, and (2) songs written for an external 
audience and open to critique. Others have been pushed by friends and associates to have 
their songs recorded only to find an insurmountable barrier of rejection when they have 
“pitched” their songs to a larger audience or within the industry. Their creative work in 
the form of personal assets being rejected, they leave never returning to the process that 
brought them meaning and what students and educators in Christian higher education 
might understand as a connection to God. 
At stake for the evangelical community is to continually create music that is both 
aesthetic and doctrinal. If, as many evangelical Christians believe, the directive of 
scripture is for new songs to be sung (Psalm 33:3, 91:1, 98:1, 144:9, 149:1, Isaiah 42:10) 
there is a continual need for songwriters, whether their songs reach a larger audience or 
not. This need not be limited to a select few, but to all who may seek an avenue to 
spiritual formation. Hence the study of songwriting at the undergraduate level holds value 
in producing songwriters who find meaning in songwriting, and for some of the songs to 
find their place in corporate worship. Whether public or private worship, evangelical 
music must embrace the culture with meaningful expressions while being truthful within 
a biblical worldview.  
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Tensions Between “Traditional” (Secular) Music Education and Christian Higher 
Education 
There is perhaps a tension between secular music education and Christian higher 
education. It would seem that music educators aim towards a product and the cognition 
behind the creation of that product with less emphasis on the “extra-musical” meaning 
making properties of the songwriting process. In a word, they are interested in the craft of 
writing music. Christian higher education focuses primarily on spiritual connections, 
treating songwriting as a “prayer through song,” with, perhaps, less emphasis on the 
cognition behind it or the quality of the product. Despite this difference, where the aims 
of Christian higher education and music education converge is in the experience of 
songwriting.  
How can we ask Christian higher education students to revise if they see their 
songwriting as a personal connection with God? How do we reconcile the cognitivist 
notion of music education with the spiritual aims of Christian higher education? 
Participants in this study revealed their struggle with this dilemma and found there is 
place for both the inspirational elements that come from their connection with God 
through the process while working to create and refine through revision. Songwriters 
begin with the initial idea and build on those ideas in the same way a builder starts with 
the initial building structure in mind and then lays plans to complete the task. 
Areas for Additional Research 
 Research in songwriting from the learner perspective is limited. Research in 
meaning making in songwriting is even more limited.  
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There are aspects of songwriting that would benefit from deeper study. While the 
background of the participants of this study would seem to indicate that an interest in 
songwriting would stem from families who value music this is certainly not conclusive. 
Also, I did not address the quality of the songwriting within this study. Although I graded 
all praxes submissions and song projects, the quality of the work was not the focus of this 
study. While a successful song is difficult to assess because of the subjective nature, 
study would perhaps help to yield what it is about songs that make them successful and 
suggest ways in which this could be taught and learned. Songwriting collaboration, that is 
the co-writing process that is common among songwriters, was not a focus of this study 
but could provide fertile ground for further study in the value and meaning in the process 
of songwriting for co-writers. A listing of successful songs created in collaboration could 
indicate that teaching and learning this craft could add to a songwriter’s bag of tools and 
to the community of songwriting research.  
Conclusion 
Songwriting holds value and meaning for songwriters, for music educators, and 
for evangelical higher education. For songwriters there is value in making sense of life 
through songwriting. For music educators the songwriting process may provide a vehicle 
for greater involvement in music for a larger number of students. For evangelical higher 
education, this study may provide groundwork for further study in the connections 
evangelicals make with God through the songwriting process.   
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APPENDIX A 
Sample questions for Interview 1 – weeks 4–5 
I. Background 
1. Tell me about your earliest musical memories. 
2. What music did you listen to?  
3. How does your family feel about music?  
4. Why did you choose to take a songwriting class? 
II. Songwriting process 
5. Tell me about your songwriting influences? 
6. How did you decide to start writing your song? 
7. How did you proceed with your song after you got started? 
8. What tools did you use to create your song? 
III. Projection 
9. What do you think about songwriting so far? 
10. What are you hoping to learn during the next portion of the class? 
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APPENDIX B 
Sample Interview questions for the second interview – weeks 8 & 9  
I. Background 
1. How are things going so far? 
 
2. How do you feel about songwriting?  
 
3. How are you feeling about the song you are writing? 
 
II. Songwriting 
1. Now that you have been in the songwriting survey class 8 weeks what have you 
discovered about the process of songwriting? 
 
2. What tools are most appealing to you to use in songwriting? 
3. How did you decide to organize your song? 
4. What have you learned about yourself in the process? 
5. How do you feel about what you have written? 
III. Forward Projection 
1. What do you need to do to complete your song? 
 
2.  What are you doing with songwriting outside this class? 
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APPENDIX C – FINAL INTERVIEW 
Sample interview questions for the third interview – weeks 14–15 
 
I. Background 
 
1. What did you learn about yourself in the last portion of the class? 
 
2. What does songwriting mean to you now that is different from when you started 
the class? 
 
II. Songwriting 
3. Now that you have completed the semester what have you discovered about 
songwriting? 
 
4. Did you prefer more guidelines or less guidelines regarding the your songs? 
 
 
5. How have your grown during the semester? 
 
 
6. What have you learned regarding the songwriting process that is vital to you?  
 
  
346 
7. What place does songwriting hold in your life?  
 
 
8. What is it like being able to hear your musical thoughts expressed in real sounds? 
 
 
9. Do like being able to control the way your musical ideas sound? 
 
 
III. Reviewing the song (think-aloud format) 
10. Walk me through the way that you wrote your song from the start of the semester 
to the finish. 
 
11. When did the big “aha” moments happen for you 
 
IV. Projection 
 
12. What are you doing to do with songwriting in the future? 
 
13. If you could design a songwriting class what would it look like? 
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APPENDIX D 
Consent Forms 
Letter seeking permission for the Research Study 
to take place at Liberty University from my supervisor 
 
Dr. Vernon Whaley 
Liberty University 
1971 University Blvd 
Lynchburg, VA 24551 
 
Dear Dr. Whaley 
 
I would like to ask for permission to perform a qualitative research study on the Liberty 
University campus. The study will primarily take place at David’s Place. The data will 
take place through the entire fall semester and primarily be collected during the 
Songwriting Survey class that takes place on Tuesdays and Thursdays in room 203 at 
David’s Place. 
 
The research purpose for the study is to explore the creative process of songwriting at the 
undergraduate level. The research questions that will be addressed in the study are: What 
values and meanings emerged from the songwriting process? What songwriting strategies 
emerged through the process? What student characteristics impact perceptions of music 
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and technology? How did technology help or inhibit students in the process of 
songwriting? 
 
As a part of the study students will be observed and video recorded during the class time. 
Students will write a journal weekly concerning the songwriting process. They will be 
interviewed on three occasions throughout the course in an effort to capture a progression 
and development of thought. Students will be asked for one last meeting as a member 
check. Participant consent will be sought for all participants in the study prior to their 
being included in the study. 
 
Approval will be sought from the Boston University Institutional Research Board and the 
Liberty University Institutional Research Board for the study to be carried out.  
 
Thank you for your consideration, 
 
 
David M. Hahn  
Assistant Professor 
Liberty University 
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Boston University 
 
RESEARCH CONSENT FORM 
 
 
Title of Project: THE CREATIVE PROCESS OF SONGWRITING IN AN 
UNDERGRADUATE SONGWRITING SURVEY CLASS 
 
Principal Investigator: David Hahn 
 
Study Background  
The research purpose is to explore the creative process of songwriting at the 
undergraduate level. Songwriting teaching and learning as the subject of research in the 
undergraduate music programs in American colleges is limited. A narrative of 
songwriting at the undergraduate level could reveal important knowledge to teachers and 
students regarding the meanings and values of songwriting to undergraduate students, and 
the organizational approaches they use. You are being asked to participate because have 
completed your first year of theory and you are enrolled in the songwriting survey class 
where the study will be done. Your participation in the study will last throughout the 15 
weeks of the semester. I will be analyzing the data during the semester, and will continue 
for another three to six months after your participation has ended. You will be one of 
approximately thirteen (13) participants asked to participate in this research. Your 
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participation in the study will last for 15 weeks or 105 days. We expect the entire 
research to last for 18 months.  
 
Purpose 
The research purpose is to explore the creative process of songwriting at the 
undergraduate level.  
 
What Happens in this Research Study 
The songwriting survey class meets two times per week. The Tuesday class will be a 
lecture and analysis class that surveys songwriting practices through history. The 
Thursday class will be a Songwriting Praxis – a time when we apply the principles from 
the Tuesday class. The Thursday classes will be video recorded for further analysis after 
the class. There will be three semi-structure interviews with each of the participants 
during the course of the semester and one interview at the end of the semester. I will ask 
you questions regarding the songwriting process during those interviews. The first series 
of interviews will take place weeks 4 & 5, the second interviews weeks 8 & 9, and the 
third interviews weeks 14 & 15. The research will take place at Liberty University at the 
Center for Worship in room 203. At the end of the semester I will meet with you and ask 
you to walk me through your song and tell me some of the turning points in the 
development of your song.  
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Risks and Discomforts 
I do not expect there to be any risks involved in this research, 
 
Your interviews will be held in strict confidentiality, your name will not be used, and 
your stories will be retold in a way so as not to reveal incriminating information 
regarding your family, your college peers, or college administration that would identify 
you.  
 
There may be unforeseen risks to the study. If new risks are identified the study staff will 
update you in a timely way about any new information that might affect your health, 
welfare, or decision to stay in the study.  
 
Benefits 
There are no direct benefits to the participants of this study. 
 
Alternatives 
The grades of students who choose not to participate in this study will not be adversely 
affected. If you choose not to be involved in this study you will be able to participate in 
all aspects of the class lecture and praxis. You will not however be interviewed during the 
semester with regard for the study, and the study will not include your praxis work from 
the video recordings.  
 
Costs/ Payments 
There are no known costs to you for participating in this research study except for your 
time. You will not be paid to participate in this research study.  
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Confidentiality 
Participants will be asked to choose an alternative name for the study. This name will be 
used to disguise participants’ identities providing confidentiality and acting as alternate 
identifiers. The original names and their associate alternatives will be kept on a password 
protected 500 gigabyte backup flash drive that I own and kept in a locked file cabinet in 
my private residence that no one has access to but myself. 
 
Any audio or video recordings will be kept at my private residence for the duration of the 
study, and destroyed following the study.  
 
Your information may be used in publications or presentations. However, the information 
will not include any personal information that will allow you to be identified.  
 
Information from this study and study records may be reviewed and photocopied by the 
sponsor, the institution and by regulators responsible for research oversight such as the 
Office of Human Research Protections, and the Boston University Institutional Review 
Board.  
 
Voluntary Participation 
Taking part in this research is voluntary. You have a right to refuse to take part in this 
study. If you decide to be in this study you can refuse to answer any question if you wish. 
If you decide to be in this study and then change your mind, you can withdraw from the 
research. Refusal to participate will not involve any grade reduction or loss of classwork 
to which you are otherwise entitled.  
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If there are any new findings during the study that may affect whether or not you wish to 
continue to take part in the research, you will be told about them as soon as possible. The 
investigator may decide to stop your participation in the study without your consent. This 
might happen if he decides that staying in the study will be bad for you or if he or the 
sponsor decide to stop the study.  
 
Contacts 
If you have questions regarding this research or if you have a research related injury, 
either now or at any time in the future, please contact David Hahn at 434-592-5704, 
dmhahn@liberty.edu. Faculty Advisor: ______________________________  
 
You may obtain further information about your rights as a research subject by contacting 
the Boston University Institutional Review Board for Human Subjects Research at 617-
358-6115 or irb@bu.edu.    
 
Agreement to Participate 
 
By signing this consent form you are indicating that you have read this consent form or it 
has been read to you. You are also indicating that you have been given the opportunity to 
asks questions about the study and all of your questions have been answered to your 
satisfaction. By signing the consent form you are indicating that you voluntarily agree to 
participate in the study. You will be given a copy of the consent form to keep if you wish. 
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____________________________________           
Name of Subject  
 
___________________________________                   __________ 
Signature of Subject                                                           Date 
 
____________________________________                   
Printed name of person obtaining consent 
 
 
_________________________________   __________________ 
Signature of Person Obtaining Consent                                                  Date 
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APPENDIX E – STUDENT SONG PROJECT LEAD SHEETS 
 The lead sheets are presented in the same order as the participant narratives. 
The names of the participants have been hidden and their pseudonyms given on the 
front page of their song. 
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